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The 7th ICTVC takes place from 19 to 21 June 2019 in Patras, Greece. The conference is organised
by the Institute for the Study of Typography & Visual Communication (ISTVC) in collaboration with
the Library & Information Centre of the University of Patras and is supported by academic and
professional organisations. This time, ICTVC examines the value of design for visual communication
and provokes participants to challenge current assumptions. Relevant workshops precede the
conference and a range of exhibitions frame and enrich the main event.

7th ICTVC opening speech, Wednesday 19 June 2019

Gerry Leonidas, The decentralised mainstream

7th ICTVC closing speech, Friday 21 June 2019
Prof. Neville Brody, The end of structure
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DaviD HUNTER
Data Walking

At the last ICTVC (Thessaloniki, Greece, 2016) I presented the early stages of the re-
search project Data Walking, which looks at walking and creative ways to gather data
and then visualise it. The project has since developed with a published book, articles,
presentations, and international workshops. At the 7th ICTVC 2019 I will present the
development, the challenges and learning from the project as well as future pathways.

As part of my contribution to the 2019 conference I will facilitate a Data Walking
workshop. I have run international workshops for different groups of people (students,
academics, city planners), different numbers of participants (from 8 to 60 in groups), and
different durations (from 1 up to 3 days). A workshop can have a different focus (tools
& techniques and subject matter) depending on the participants and the place. I would
develop a custom workshop depending on these parameters in conjunction with the
organisers.

Data Walking is a research project exploring the potential
of walking and gathering environmental data, and through
multiple walks and visualisations build a rich picture of
that area. The project examines technology for creative
data gathering and experimenting with data visualisation,
to create tools, gain insight, and share knowledge.

DAvID HUNTER is a senior lecturer on Graphic Design researcher at the university. Prior to this he worked
at Ravensbourne University London, now course as a freelance designer and developer for eight years
leader for the new UX/UI Design course, and an active in London.
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MARY DYSON, DAVID BREZINA

Challenging design training: do designers suffer more with harder to read
typefaces?

We are familiar with designers’ critical and analytic responses to graphic and typograph-
ic material, noticing details which are often unseen by others. Such attention to detail is
expected given the nature of design education. A similar observation can be made about
the areas of expertise of psychologists, anthropologists, architects etc., plus chefs, car
mechanics, or dental hygienists.

Research has confirmed that design training produces qualitative differences in
perception, such as in the semantic quality of type (Bartram, 1982) categorisation of
typefaces (Dyson, 2011) and holistic processing of typefaces (Dyson and Stott, 2012).
Furthermore, the level of expertise with reading an alphabet affects visual processing
(Wiley, Wilson and Rapp, 2016).

A body of research has developed on perceptual disfluency, which refers to the
metacognitive experience of the difficulty of processing perceptual information. In the
case of reading, if words are set in a harder to read typeface, the subjective difficulty as-
sociated with trying to identify the letters provides a cue to put more effort into the task.
The counter-intuitive findings are that fonts which are harder to read improve learning
or memory (Diemand-Yauman, Oppenheimer and Vaughan, 2011).

Given the anecdotal and empirical evidence for differences between designers and
non-designers in their perceptual abilities and subjective judgements, we ask how design
expertise relates to disfluency. Do designers perceive less legible typefaces as producing

a greater difficulty than non-designers because of their sensitivity to typographic pres-
entation? Might this even influence their performance in identifying and remembering
words? We will report on the results of a study exploring these questions and discuss

their possible controversial implications, e.g. whether the acquisition of design knowl-
edge and skills impairs fluent reading and creates an unhelpful separation from typical

readers.

Bartram, D. (1982). The perception of semantic quality in type: differences between designers and
non-designers. Information Design Journal, 3(1), 38-50.
Dyson, M. C. (2011). Do designers show categorical perception of typefaces? Visible Language, 45(3),

193-220.

Dyson, M. C, & Stott, C. A. (2012). Characterizing typographic expertise: Do we process typefaces like

faces? Visual Cognition, 20(9), 1082-1094.

Diemand-Yauman, C,, Oppenheimer, D. M., & Vaughan, E. B. (2011). Fortune favors the bold (and the
Italicized): effects of disfluency on educational outcomes. Cognition, 118(1), 111-115.

Wiley, R. W, Wilson, C,, & Rapp, B. (2016). The effects of alphabet and expertise on letter perception.
Journal of Experimental Psychology: Human Perception and Performance, 42(8), 1186-1203.

MaARy DysoN started by studying experimental psychol-
ogy with a PhD in perception. She then moved into the
Department of Typography & Graphic Communication,
University of Reading, UK, teaching and researching
theoretical and empirical approaches to typography
and graphic communication. After retiring from her
postin Typography & Graphic Communication, she has
written a textbook on legibility and has found time to
reflect on her academic career and question some of
her own assumptions. She is also enjoying developing
scholarly collaborations with former students/col-

leagues and friends.

DAvVID BREZINA is a designer, writer, lecturer, and chief
type officer at Rosetta type foundry. He designed
typefaces for a diverse palette of the world’s scripts.
David holds a Master’s degree in computer science and
an MA in Typeface Design and PhD from the Univer-
sity of Reading, UK. His cross-disciplinary PhD thesis
studied visual similarity and coherence of characters
in typefaces for continuous reading in Latin, Cyrillic,
and Devanagari scripts.
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Pictogram innovation during the 19th and 20th century: an industry

perspective

Design ideology and aesthetics are frequently used to frame the historiography of
public information pictograms. However, this art historical focus tends to overlook the
importance of more socio-economical and political factors that determined the devel-
opment of pictograms and their predecessors. This paper demonstrates that pictogram
development was a continuing process of technological innovation and manifestation
of sociopolitical power that took place over 150 years, occurring primarily in transport
organizations such as railway, car and air transport.

Important innovations in the development of pictograms took place in three key
times and places of expanded national influence: at the end of the 19th century in the
Germanic railway transport system, with its reach far into Central Europe; in the early
20th century in the French car industry, that dominated global car production prior to
Henry Ford’s American endeavours; and in mid-20th century North American aviation,
with the influential aviation organizations ICAO and IATA being located in Canada. The
ancestors of modern pictograms developed in each place were initially used to aid the
understanding of representations of national and international temporal and spatial net-
works in printed matter, such as timetables, statistics and maps, or as visual indications
of national progress, in the form of visual statistics and almanacs.

‘Symbol jumping’, a systemic idiosyncrasy wherein symbols were passed on from
one genre, medium, or industry to another can be identified across these times, places,
and contexts. Sometimes, when reused, symbols obtained new meanings more fitting to
their new context, other times the meaning of the re-used symbol remained relatively
static irrespective of drastically different sociopolitical contextual factors. The amount
of symbols being used slowly expanded across these times and places until the 1960s,
when symbols finally jumped to signage and became pictograms: touch points indicating

services in transport network nodes.

WiB0 BAKKER works as Assistant Professor at the
Industrial Design department of the Xi’an Jiaotong-Liv-
erpool University (Suzhou, China). He is specialised in
design history, styles & shapes, creativity theory and
visual communication. Currently he is interested in in-
formation design and pictograms, carrying out research
in the Netherlands, England, Germany and Japan.
Bakker started his career studying graphic design at
the ArtEZ Institute of the Arts in Arnhem (1991-1996).

An internship at Pentagram Design (San Francisco), as
well as jobs at several other design agencies, made him
aware of national differences in design cultures. In 2009
he obtained a PhD at Utrecht University for his study on
the development of visual identity in the Netherlands,
titled “Droom van Helderheid: huisstijlen, ontwerp-
bureaus en modernisme in Nederland: 1960-1975”
(A Clear Dream: Visual Identity, Design Agencies and
Modernism in The Netherlands: 1960-1975).
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SUE PERKS

A 1970s American perspective on Isotype seen through the Henry Dreyfuss
Symbol Sourcebook archive

In 1970, Marie Neurath was contemplating retirement and had secured a base for the
[sotype Collection at University of Reading. For the past two decades, she had been
predominantly occupied with the writing and design of children’s educational books,
which had evolved into a much more mainstream style, bearing little visual resemblance
to what is traditionally perceived as Isotype, which had yet to be rediscovered by 1970s
UK graphic designers. But in America at about the same time, Rudolf Modley was actively
promoting Isotype by involving M. Neurath in Henry Dreyfuss’ Symbol Sourcebook pro-
ject.

During the late 1960s, symbol-related matters were burgeoning, nearly fifty years
since Otto Neurath began his first experiments with picture language in the early 1920s.
This paper is based on material from the Henry Dreyfuss Symbol Sourcebook archive at
the Cooper Hewitt, Smithsonian Design Museum, New York relating to correspondence
and working papers leading to the design and construction of the Symbol Sourcebook
(published 1972).

The paper examines Modley’s championing of Isotype through Dreyfuss’ dealings
with Modley of “Glyphs Inc.” (an organization co-founded with anthropologist Margaret
Mead in 1968) and M. Neurath during the planning and design stages of the Symbol
Sourcebook. Dreyfuss engaged Modley to undertake a fact-finding trip in 1970 to contact
symbol experts to collaborate on the Symbol Sourcebook project and he approached
(among others) Marie Neurath, Anton Stankowski, Augustin Tschinkel and Peter Knee-
bone (Icograda). M. Neurath’s “Isotype, Education Through the Eye” features towards the
front of the Symbol Sourcebook, acknowledging the lasting relevance of Isotype, but her
involvement runs deeper still, thanks in part to Modley’s longstanding associations with
Isotype going back to his 1920s internship at the Gesellschafts- und Wirtschaftsmuse-
um, his chequered relationship with Neurath during the 1930s and his pilot study for a
symbol dictionary with M. Neurath in 1958-59.

SUE PERKS is Subject leader for MA Graphic Design at
University for the Creative Arts in Epsom, Surrey, UK.
Her design practice revolves around exhibition and
museum design. Sue’s research interests surround
aspects of the legacy of the principles of Isotype post
1970. She regularly presents papers at International
design conferences and is a published author on
I[sotype, museum design, the value of archives and

teaching graphic design history. Her current research
focuses on Henry Dreyfuss’ Symbol Sourcebook archive
where she is exploring correspondence and working
papers leading to the design and construction of the
1972 book. She is working in conjunction with a small
team of International researchers and curators based
at the Cooper Hewitt Smithsonian Design Museum in
New York.
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KAREL VAN DER WAARDE

Pictophilia: why do we believe that ‘pictograms’ can effectively communicate
complex concepts about medicines?

Situation: At the moment, most of the information about medicines is available in a
text-only format. European legislation, pharmacy associations, regulatory authorities,
and patient associations keep suggesting that the use of pictograms would really benefit
patients. Pictograms are expected to be especially useful to inform ‘poorly health literate’
patients because verbal language barriers are avoided.

Question: What is the evidence that pictograms really benefit the understanding of
information about medicines by low health literate patients?

Approach: A collection of medical pictograms was analyzed and tested over a period
of three years. The collection and results were compared to global and local standards,
and to literature in both medical and design fields.

Results: The test results show that the literature in both the medical and design dis-
ciplines overestimate the usefulness of pictograms. Both the depiction (‘what is shown’)
and the interpretation (‘what is meant’) are problematic. The standards and the results
of the comprehension tests indicated that a very cautious approach would be more ap-
propriate.

Discussion: It is clear that current information for patients about medicines has
severe shortcomings. The addition of pictograms in leaflets and on packaging however,
is unlikely to alleviate the practical issues patients are confronted with when they need
to take medicines. The use of other forms of pictorial materials - always in combination
with text - is likely to be far more effective.

Conclusion: Pictograms have their use if they are designed, tested, and implemented
according to the standards and within specific contexts. Untested symbols are likely to
do more harm than good, and misunderstanding can easily lead to inappropriate and
sometimes risky behavior. The repeated requests for the development of new pictograms
is not based on available evidence.

KAREL VAN DER WAARDE studied graphic design in
the Netherlands and the UK. In 1995, he started a
design - research consultancy in Belgium specializing
in the testing of pharmaceutical information design.

of Design (FHNW, Switzerland). Since 2017 he is
professor of Visual Communication at Swinburne
University, Melbourne, Australia. He is a life-fellow
of the Communications Research Institute (Mel-

This company develops patient information leaflets,
instructions, forms, protocols, and the information
architecture for websites. Karel van der Waarde
publishes and lectures about visual information.
Currently, he teaches (part time) at the Basel School

bourne), a board member of International Institute
for Information Design (Vienna) and editorial board
member of Information Design Journal, the Poster,
and Visible Language.
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IAN MITCHELL

TYPuzzle — A physical typographic game

Prototype haptic design interface, sample 15-puzzle
and development work

Triherse Tras L.

(L e

x

Screenshots of digital app version

TYPuzzle is the latest outcome of ongoing
research that explores conditions for exper-
imental type design. In this instance, how
restricted modular systems can produce new
typographic forms and how the use of haptic
and digital interfaces can encourage experi-
mentation with type design.

Although there are well documented
periods of typographic experimentation
which have pushed the formal and conceptu-
al boundaries of type (e.g., Fuse and Emigré
of the 1990s), a vast proportion of typeface
designs are still based on an underlying
skeleton which resists change. However, the
technical, aesthetic, and socio-cultural re-
quirements of typefaces will always present
challenges and opportunities for the creative
process of contemporary type design, which
this research addresses through the design of
an innovative interaction method to con-
struct new typographic forms within a modu-
lar system.

TYPuzzle challenges users to generate
bitmap letterforms using a moveable grid

of pixels based upon the classic sliding puzzle game. Informed by theories of modular
design systems (Le Corbusier, The Modulor, 1950; Gerstner, Designing Programmes,
1964), Mitchell’s previous generative type design innovation Chinese Whispers, and the
possibilities of multi-sensory approaches in typography, the research aims to further
the possibility of typographic creativity, whilst questioning the influence of comparative
interactive methods and user interfaces on this creative design process.

The system was implemented and trialled as an interactive installation for Type
Motion (2015) a major exhibition showcasing motion graphics at Liverpool’s Foundation
for Art and Technology. The installation allowed visitors to contribute to the design of
animated type for display on the galleries external video wall. Subsequently the results
(including a typeface, animations and open source plans) have been documented online

at typuzzle.com.

Current developments of the research aim to advance the understanding of how
diverse interaction methods can influence the creative outputs in type design through
tangible, haptic, and digital graphical user interfaces. This presentation will show the
development of the project, its results and recent advances.

[AN MITCHELL is Programme Leader of Graphic
Design and Illustration at Liverpool School of Art
and Design. A significant part of his research and
practice explores the ongoing validity of typographic
experimentation. He has exhibited, screened and pub-
lished works internationally. Most notably Chinese

Whispers - an experiment to collaboratively design
typefaces through the generative online process of
chinese whispers. Before joining academia he worked
with influential multimedia visionary, Roy Stringer,
and was a founding member of 1990s typography
collective Beaufonts.
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ANANYA KHAITAN
Designing for Law is not boring. Seeking an idealistic path

Through five case studies from his young practice, the speaker discusses his belief that
exciting visual communication has a place in the unlikely domain of legal research and
policy, when born out of a thoughtful, considered design approach.

Case Study 1: Borrowing from within
The speaker dives into the design of a book of legal reform recommendations, ranging
from strengthening transgender rights to crafting space policy to regulating virtual cur-
rencies. The speaker illustrates how legal content can be made more potent by leverag-
ing visual cues and artifacts from the canon of legal literature itself.

Case Study 2: You can lead a horse to water...
The Privacy Policies of internet services are infamous for being impossible to peruse and
comprehend. They are ‘Agreed To’ with unthinking promptitude, and this dubious provi-
sion of ‘consent’ is a ubiquitous feature of the digital age, often leading to perilous con-
sequences. The speaker recounts a unique design question posed to him by the Supreme
Court of India: how can Privacy Policy documents be better designed to make consumers
read and understand them?

Case Study 3: Making the formidable accessible
India’s drug menace is a public health crisis, with the state of Punjab being the worst hit.
The speaker dissects how a vast amount of content can be made more accessible and
engaging, discussing the design of an imposing two-language, two-volume legal report on
the drug problem in the state.

Case Study 4: Fact, meet emotion
In mid-2018, the problem of sexual assault of minors reached a crescendo in India. To
add nuance to the knee-jerk public discourse that followed, a short video was commis-
sioned, outlining the trauma faced by a child survivor of sexual abuse, when put through
the hugely traumatising Indian justice system. The speaker discusses the unique com-
munication challenges of such a video: culling out an effective script from a vast amount
of legal matter, balancing the factual and the emotional, handling the material with the
required gravitas and sensitivity, designing for short attention spans, accounting for the
indiscriminate medium of consumption, etc.

Case Study 5: What we talk about, when we talk about law
The final case study asks the question: how do we view the law? The average citizen
sees the law as the most permanent aspect of governance—sacrosanct and set-in-stone.
However, for a small group of experts in India, doing independent research to improve
the law, the law is always a work-in-progress, to be revisited and reworked time and time
again. Commissioned to create a brand identity for this think tank, the speaker discusses
how this unique point-of-view was identified, and used as the centrepiece for a typogra-
phy-forward visual identity system.

ANANYA KHAITAN is a designer, illustrator, and writer,
based in New Delhi, India. He received his degree in
Communication Design from the prestigious National
Institute of Design, India. His work reflects his affinity
for matters of real importance and impact, such as
sexual abuse, drug addiction, capital punishment, data
protection, and mental health. His areas of interest are
typography, book design, and brand design. Pegged

as one to ‘Watch Out For’ in Forbes India 30 Under
30, 2019, he has won several awards, including the
2019 Art Director’s Club Merit Award for Publication
Design, the Confederation of Indian Industry’s Design
Excellence Award for Visual Communication, and four
Kyoorius Design Awards for Book Design, Writing for
Design, and Design for Good.
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BR1AN SZE HANG KwoOK, GARY KIN YAT TANG

How does the visual communication of cigarette warning labels matter? An

investigation of the effectiveness of d
labels on cigarette package

'

Wt

X

ifferent frames and pictorial warning

The use of pictorial warnings on cigarette
package is one of the tools in the overall
strategy of smoke prevention of many
governments. There is a wide range of
research on the effectiveness of cigarette
warning labels. In regard to pictorial
warnings, most of the research focuses

on the technical details of the pictures,
including the impact of size of picture,
comparison between text and picture, and
comparison between colourful and black
and white pictures (Hammond 2014). The
other components of visual communica-
tion are seldom investigated. However,

the approach of visual communication is the key to whether a message can be delivered
effectively through pictures. To address the importance of the approach to visual commu-
nication, this paper attempts to examine the effectiveness of different visual communica-
tion of pictorial warnings, as well as to test the factors behind the impact of the pictures.

In the case of visual communication on cigarette package, to what extent pictorial
warning labels are effective in persuading smokers to quit smoking or smoke less is a
widely studied topic. With findings from a questionnaire survey (N=303), this research
compares the effectiveness of pictures with or without humanization of images. The re-
sult shows that, even though pictorial warnings of fear appeal are still the most powerful,
text-only messages can be more effective than pictorial warnings for the second-hand
smoke frame. Secondly, for the pictorial warning of fear appeal, pictures without hu-
manization are more effective than those with humanization. But for pictures of the
second-hand smoke frame, humanization can enhance the effectiveness of the warning.
Thirdly, this study tests the effect of “frame invalidation” to explain the factors behind the
effectiveness of cigarette warning labels. This research reveals that the cigarette warning
labels are less effective for smokers and people with more smoker friends.

BRIAN KwoOK is an assistant professor at the School
of Design at the Hong Kong Polytechnic University
(PolyU). He teaches Communication Design and
manages the Information Design Lab at PolyU. Brian’s
research focuses on communication design, Chinese
typography, and Hong Kong visual culture.

GARY TANG is a lecturer at Department of Social Sci-

ence, Hang Seng Management College. His research
interests include political communication, social
media, and youth studies. His writing has appeared
in journals such as Social Science Computer Review,
Chinese Journal of Communication or Asian Journal
of Communication.



PAVEL PISKLAKOV
The poster is dead! Long live the poster?
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Poster is one of the key media in visual communication. Starting from the end of 19th
century, when Jules Cheret made poster an advertising media, poster lives next to us:
on the street, in supermarkets, in the subway etc. Throughout the 20th century poster
changed its functions and roles several times, acquired a wide range of formats, but
always remained in the center of the visual communication universe until the internet

appeared.

Over the past couple of decades, the Internet has radically changed the communica-
tion space, has become the main channel of communication, displacing the poster to the
periphery of the visual communication universe. The poster moved from the streets to
the space of museums, exhibition halls and poster biennials, losing the roles and func-

tions it had for a hundred years.

Does the poster have a future in this situation and what will it be? Can the changes
taking place in the communication space bring a new life to the poster at a new level?
What transformations of the poster form are we seeing now and what will we see in the
near future? Will the poster remain a tangible object? Is the intangible poster still a post-
er? Here is a short list of questions that will be discussed in this paper.

PAVEL PISKLAKOV, who hasa degree in Applied Math-
ematics, is deeply engaged in the study of communi-
cation design. Over the years he has taught courses
in computer science, typography, principles of art
and design, statistics and methods of mathematical
modeling. He deliverslectures for different audiences,
speaking about newspaper, magazine and poster de-

sign, history of the poster and communication design.
Pavel’s students were winners and finalists in various
international poster competitions. Design education,
integration of math methods and design, exploration
of new technologiesin media, and typography consti-
tute his fields of research. He is a member of ATypl],
AIGA, and of the Association of Designers of Russia.
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Kok CHEow YEOH

The Hawker Centres of Singapore: How the island state’s multicultural and
poly-linguistic environment typographically and pictographically mingle in a
communal space for food to create a unique culinary identity

This paper is an analysis of the underlying typographic and pictographic layout and de-
sign structures of signage at hawker centres in Singapore. According to the National En-
vironment Agency of Singapore (NEA), only about 3% of current hawkers are below the
age of 35 and the impending shortage of hawkers and its impact on Singapore’s cultural
heritage has become a national concern. As a communal gathering for Singaporeans,
hawker centres carry distinct historical gastronomy traditions and visual representa-
tions of the country. A hawker centre is a public space that consists of a collection of
stalls selling different types of affordable foods, housed in a covered, but open facilities,
with a common seating area among the vendors. This study has identified five hawker
centres managed by the NEA that particularly offer popular traditional dishes in order to
understand how hawker centre signage is designed for a multilingual environment. Com-
positional elements and principles of organizations are also discussed in addition to how
the combination of typography and pictography elements and their placement in hawker
centre signage can contribute to the Southeast Asian island state’s culinary identity. As
such, hawker centres, as one of Singapore’s social gatherings for diverse groups of people
have expanded beyond its gastronomic context into one that is cultural as well.

Kok CHEOW YEOH heads the graphic design programat in branding, environmental graphics (signage), and
Indiana University Southeast in New Albany, Indiana. experience design. Additionally, he has actively par-
His passion in design, which led to teaching, has taken ticipated inlocal and international exhibitions. He sees
him from Malaysia, to San Francisco, California where travel as a form of active learning, which, according to
he earned my BFA and MA degrees and Lubbock, Tex- him, is about internalizing an experience to become
as for his Ph.D. His research interests include topics an effective learner.

that address spatial, aesthetic and critical inquiries
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YO®IA XTPATH

0 oXeSLa0MOG WG UALKAG Kal AUAOG opilovtag eKPPACEWV EVIAYUEVWV OE
XWPOXPOVLKO MAaicLO KOUATOUpOG

0 oxeblaopdg TPoldvTwV-ayaBwVv OTTIKNG EMKOWVWVING ouyKpoTeiTal w¢ “amdvtnon”
o€ Kaipla epwTipaTa, o X0V TeOEl 0€ CUYKEKPLUEVO KOLVWVLIKOOLKOVOLLLKO, XWPO-
XPOVIKO TIAQ{O10 KOUATOUPAG Kot TToALTIo oV, MeBodeveTat £T0L (OTE v LIKavoTioLel
UTIOPKTES, SLATILOTWHEVESG KL ONLAVTIKEG KOWWVIKEG avaykes. Tautdxpova, amokaAy-
TITEL EVPVTEPES TIPOOEGELG TWV EVTOAEWV KAl ATTELKOVILEL TI OXESLAGTIKY TAUTOTNTA TWV
evteALopevwy. H vAdotoinon oxeSlaopévmy Epywy TPayLATOVEL TN SUVATOTITA TOUG Vo
kaBopilouvv okéPelg kal cuvaloOpata, va kKaBodnyolv 16€eg, avTIAMPELS Kal amOYEL,
Vo TIPOKAAOVY KV OELS Kal Spaoels. H yevikdtepn emiSpact] ToOug a@vel TNV Kowvwvia
adLd@opn 1 T cUYKWVEL KL TNV EEUPOVEL TIVEVUATIKE KL TIOALTIOUIKA 1] EVEEXOUEVWG
™MV KaBnAwvel oe TpokataAnPels kat tbeoAnPieg. AnAadi, Stapopewvovtas agies, o
oxedlaopog kaBopilel To pEAAOV Kat Snpovpyel KovATovpa.

210 TAQIOL0 TWV EMMTWOEWY TWV GUYXPOVWV ECEAEEWV KL TWV TACEWV TNG TEXVO-
Aoylag o€ 6A0VG TOUG KAGSOUG TG OTITIKNG ETIKOLVWVIAG, 1) AVAKOIVWOT auTH] ETXELpel
Va AMAVTHOEL 0TO EPpWTNHA: O oXESIHOUOG ATTOTEAEL LOVO EUTIVELON 1] KAL GTOXEVHEVT|
oUVOEOT TWV SOUWVY TWV BEUATWVY IOV EVOUCLAKA Slampaypatevetal; Ot SiepeuvioeLg
oV oupTEPLAAUBAVEL Elval BEWPNTIKEG AVALNTNOELS KOl AVOAVOELS TAPASELYLATWV
aTo v VTtdpxovoa TPaKTIKY. A@opolv aTnV £pguva, TNV eKTaiSevon, 6To oxeSlacuo
Blopnxavikmv avTIKELEVWY, CUCKELAOLOV KAl LECWV TIPOWON NG, TNV TTapaywym
EKSO0EWY, EKTUTIWOEWY, K.&.

ZUYKEKPLUEVQ, 1) TIAPOVCIAOT ETILSLWKEL VAL ETILOT| LAVEL Kal va TipoBAaAeL T Staxpovi-
K1 0X€0M OXESIACUEVWV AVTIKELLEVWY UE TO TIEPIRAAAOV Kot TNV KOVATOVUpa. ETAeKTIKG,
yvnAatel otoyeia ¢ mopeiag ™G, amd TI§ KATAROAEG TWV EKPPAGEWY KAL TNG ETILKOL-
voviag, KaBwg Kal TNV EvTatl TouG 0€ SLAPOPETIKE, LOTOPIKA KAl XwpLKd TtepBdALovTa
WG TG UEPES pag. 'ETol, kataypd@el Eva aVTOHOo XpOVOAOYL0 TwV SLadpopwy Tov oxedL-
AGHOU — EVOEIKTIKO TV LoXVPLOUWY pag. ETiong, ouykevTpmvel kal avaAVel VALKO ATt
TLG £€PEVVEG, TIG MEAETEG KAL TLG OAOKATPWOELG TWV TPOCEYYICEWV KAL TWV OXESIACTIKMOV
TPOTAGEWY ATOS00MG SLALPOPWV TAVTOTNTWV.

H avakoivwon Slatummvel AGYo SLATIoOTOOEWY, OTIWG OTL: 0 OXESIATUOG SLaPEPEL
oaP®WS atmod Tov autooxedlacud. Bacsiletal 0to cupfoAlond Kol epmvEeTaL amd TV Té-
Xv1, TV otopla kot tn @loco@ia . H epunveia Tou avtAel mnyég amd v atodntky
KOL OTIO TIG EVPUTEPES PLAOCOPLKEG KATABOAEG TWV EPUNVEVTWV KL OAWV TWV EUTIAEKO-
pevwv. AnAadn, TpoUToOETEL CUCTNLATIKEG EPEVVEG KAL ONUELWTLKY AVAAVOT), TIPOKELWE-
VOU va TIPOETOLHAoEL OETIKT “avdoa” Twv EKTANEEWVY IOV ETLPUALCOEL

ZUUTEPACUATIKG, 1] AVOKOIVWOT KATAANYEL OTL
0 oxedlaopog amotelel Snuovpykn amavtnon ota dedopéva g Stepevivnong Twv §o-
UKWV oxéoewv Petald twv {ntovpevwy (briefing), Twv oxedlacTikOV TapayovIwy Kat
Twv KpLtnpiwv aloddynong mov vmodeikvieL 1) épeuva ediov, 1 LEAETN KaL 1) oxedLa-
otk Stadikaoio. H neb68evon tov alwvel emotapévn avaltnon e SLaAEKTIKNG TwV
SoU®MV OAWV TWV EMTESWV AVAYVWOT G TWV TIPOIOVTWV WG Ayad®V TNG OTITIKNG ETILKOL-
vviag.

Y0@1A LTPATH AvamAnpatpla Kabnyntpia [TAAA, AlemompovikO-SLATUNHATIKO PeTATTTUXLAKS SiTTA®-
TxoAr E@appoopévwv Texvav kat lToAttiopot, Tuipa  po: “Zxediaopos-Xwpog-IoAtiopnds” (1999), Alsakro-
Ipaglotikig kot Omtkns Emukowwviag. Fpagiotag pag EMIT (2009).

TEI-A (1980), Apxttéktovag Mnxavikog EMII (1986),



7th ICTVC 2019

IOPAANHZ XTYAIAHE

AvVaOTOXAOOG OE AVO-TIPOCOPHOOCEVO TIEPLEXOUEVO OTITLKWV OUYKELLEVWV

H 8éa ov Ba xpelaotel va vrtepacmiow SnUdcLa 6TO GUVESPLO TIPOEPXETAL KAL OTT)-
piletal oto altnpa Tov ATALTNTIKOY AVA-CTOXACHOV ETIL TOU OTUELWTIKOV TIEPLEXOUE-
VOU LG TIRAXLOTEPAS eVSLa@Epovoas epyaaiag. Eite Tuqpatog ¢ éktaong tng eite
TANpoUG Ke@aiaiov evog atd Ta TOAAATIAG SEYHATA AVAKOWVDOEWY OTITIKOTIOLNLEV WV
08N YOV KAL TIPOTAGEWVY EVVOTGT|G TOU TPOTIOU TAKTOTOMONG pLag 6UvOEOTG ONUATWV-
TIPOTACEWV E OKOTIO TNV ETUEAN KAL GO ATTOS001 VO LATOS YL TO XWPO, TO XPOVO
KQlL TO TOTILKO 1] UTIEP-TOTILKO cVGTNUA LEXVPWV 1 aoTadwVv oxéoewv. Ta {evyn onual-
VOVTWV-OTUALVOUEVWY TIOU GUVHBWG XpNoLpoTolw (Ypa@ikd cUuBoAa, xApTes, AEEELS,
EIKOVEG-(WTOYPAP(EG) cLuaTHVOLY GLVBETELS oNUACIAg.

AT aut) ™V gpyacia Ba mapovolactolv Téooepis oedides: H mpwtn (1) mepiéxet
Kol ekOETEL TNV UTIOOEDT TNG ATTOPAONG TNG CUUHUETOXNG 0TV SlekSiKNOT EVOS yvwola-
KOU ATMOTEAEGHATOG, TNV ETMAOYT KAl TV TapakoAoVOnomn s meldapyiag evog Tadidion,
m™mv Slamépaoct, TNV TAEVOT, TNV TITHOT Kal TNV SIEAEVOT TG YVWO TG KAL AYVWOTNG
EYYUS Yewypagiag, TNV amd@acot s EkBeon Tov eautol 0To SNOCLo Sikalwpd Tov.
Tnv ané@aon ™G £kBEONS TOL EAVTOV OTLG ATALTIOELG KAL TO AUOTN P OT|LAGLOAOY LKA
QLT HATA TWV AEEEWV KAL TWV EVVOLOAOYLKWYV TEPLEXOUEVWV TOVG. TNV amd@aon g
¢kBeomng Tou equTOV 0TV TEPLoy TS Woeoloyiag, kKabws xpetdletal va ekdobel (o eav-
TOG) TEPA KL LAKPLA ATEO TNV TIPOCGTAC (A TOV OLKEIOLV CUCTIUATOG OXECEWY XWPOUL Kol
XPOVOUL, OTO YVES KAl aTtpoaSLOpLoTo AAAO, IOV TIOTE TIPLV eV eixe avTIpETwTIoEL AAAG
TOPA XPELATETAL VAL AVLXVEVDEL.

H 8e0tepn oedida (2) TrepLéxeL kal eKOETEL TNV LTTOOEGN -TTPOTACT] TNG TIPWTOYEVOUS
aotatng Kot avé@ktng (oTov Kalpd T¢) TPooyyLlong TOAEwV atd TOV ayOUVAGTO ap-
XAPLo KAl VEOGVUAAEKTO GTNV AVAYV®WGT TOU TIPWILOV TOTOAOYIKOU atv{ypatds Tous. Amod
NV GUUPOALKY ATIELKOVLOT TOV TESIOV TOUG PE eKElVT Kol auTr] TNV €€ oupavov emoTtela
TOUG, TNV S0PUPOPLKT| LATLA TWV SOUIKWOV-TEXVIK®OV AETITOUEPELWDV TOUG, TWV OXECEWV
TOUG HE TA TIUKVA Kol OAANAETULTIOEPEVA GCUOTHUATA SOU®VY £wG TNV TEAKY Sieioduon
OTNV TEPLOPLOUEVN KaL LBLA{TEPN AOPAAELX TNG YVWOLAKNG KIBwToV 6Tov Sladpapatife-
TALT) EMUEANG KAL ATIPOCKOTITI AVAPOPA KAL CUUTIUKV®WOT] TWV EKTTALSEVTIKWY CUUHOP-
POOEWV.

0L 0eAideg 5, 6, 7, TOU GUOTIIVOUV KL GUYKPATOUV TNV OT|LAGLOAOYLKT LOXV TNG
EKTIUSEVTIKTG UTTOXPEWOTN G OAAL KOl T®WV BAUUACTIKWY SLAKAASWOEWVY onUaciag Twv
A€Eewv (OpwV, OPLORWV, EVVOLOAOYLK®V CUYKAICEWY Kal aTokAloewVv) kabwg ekel, 0TV
ETUKPATELA TNG EEALPETIKNG LOXVOG TOUG, YIVETAL QVTIANTITY 1) LoTOPLa TNG KIvNOT)§ TOUG
07O XPOVO, 1] LKav1] TIEPLYPAPLKT] aKp{Beld TOUG aAAd, TauTOXpOVa, 0 UTIEPBOALKOG TIAN-
BwpKoOG cLVTEAETTIG TAOVUTOU KL SLACUVEEGILOTNTAG TWV EVUETARANTWY, TOPA Kal
VoTEPU KL ApYOTEPQ, ETKOVWVIAK®OV SLAOEGEWV TWV XELPLOTWOV TOVG.
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O IOPAANHEZ XTYAIAHE YevviiOnke otnv oA Edecoa
Tov vopoU [IEAAag To 1959. ATdoLTog TNG GXO0ANS
Apxitektovwy tov Aplototedeiov Mavemotnuiov
Oecoadovikng, elval avamAnpwTng KadNynTNg ToU
TupHatog Apxttektovwv Mnxavikwy tou Mavemt-
otnuiov OsooariagkatSL8dokeL Ta pabnpata «Xxe-
SLAoPOG XWPWV PLIKPNG KATLAKAG KAL XV TIKELLEVWV,
«Apyrtextovikn ovvBeon» kat «OTTikn Emikowwvia
Kat ZxeSaopogr». Katéyel, emiong, to imAwpa Ot
KOVOULK®V 0Ttoudmwv tov Iavemiotnuiov Makedo-

viag. ‘Exel 6to evepynTikd TOU SEKAOKT® ATOUIKES
ekBéoelg (oL Svo tedeutaies YmeLakés) Kabm§ Kat
TOAAXTIAEG CUUHETOXEG o€ MTiLevaAe kat Tplevvdae
otV Evpwnn amd to 1980. O lopddavng ZTuAidng
éxeLovyypdel éka BipAia (ta téooepa televtaia
PneLakd) kat eyxelpidia, §mdeka TELPANATIKA
TEVXN KATAYPAPWV Spdoewy Kat Seka gL PneLakd
nuepoAoyia: MoAAd amd ta épya tov Bpiokovrtat
otV YneLakn Bdomn edopévwv ISSUU.
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TéAog, otnv teAevtaia oeriba (8) ™ pabnteiog emi Tov alGONTIKOV, PLAOGOELKOV,
TIOALTLKOV KoL LGEOAOYIKOV TTEPLEXOUEVOU IOV YXPELAeTAL (XPELAOTNKE) VO AVAAVOEL Kot
va SLlevkpioTel aAAd, TauToXPOVWG, va ekTeBel Kat va kpLBel, puBuifovtag tnv emikaipn
GX£0T TOL 0861Y0V 0TIV OTUAGIN TOV HE TOUG TTAPATNPNTEG-OUVOETEG TOV, TAPOVCLATE-
T Kt Kpivetaln yeveaAoyia tov BAéupatos. To BAEUUA TOV TTPOTOV TAPATNPTTH TTOV
ouveldntomolel kKat oplleL TOV EAVTO TOU Kal TN GXECT TOU UE TO TOTILO, To BAEUUA TOV/
™G éumelpov od1yol TG okEYPNG KoL TOU GTOXAOUOV TOU OTIG UTIOXPEWOELS TNG TIELBap-
xlag Tov kabwg Staoyilel kat Stamepva v LoTopla, TNV oxéon Ke TV TeEXYVoAoYia TG
EMEKTAONG KL TOV TEXVIKOU ELTAOVTIOHOV TOU BAEUUATOC.
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MAGDALENA PAPANIKOLOPOULOU
Performance and visual communication

John Berger mentions that “seeing comes
before words... and establishes our place
in the word.” Our place in the world is
our physical presence, our body like a
semiotic dot on a piece of paper.

Without our body sensations we
cannot have a full picture of our envi-
ronment. The sense of sight is executed
through our eyes which belong to our
face, but it is not the only body part we
need in order to see things. In order to
see clearly and understand our environ-
ments we need all our senses.

We need therefore our complete
body. Waking up our awareness is a learning process which builds up with experience.

In visual communication we transfer messages from one another by using words and
images together or separately. But we can also carry messages without words or images.
We can transmit messages with our physical presence only. We can use our body as a
semiotic fact which means we apply to another domain the sign usage and we differen-
tiate it according to the specific characteristics of the medium. The problem of signs is a
field that a lot of sciences are using as well as with the problems of structure and value.
Art in its performative form especially in what we call performance art uses body to
create a bridge between the individual and the collective consciousness. It is a strong tool
of communication. It can be used for dialectical approaches of transmitting messages of
different contexts for example social phenomena, philosophy, politics, economics and so
on but also advertising and education.

Conclusively performance as a part of visual communication is a medium that has the
key to metamorphosis especially in times that the lights are still on of the digital environ-
ments.

The combined theory of art and the art practices through the body medium creates
concepts of «visualy-constructed situations» which intent to replace artistic representa-
tion with the experimental realization of artistic energy in educational and everyday
environments.

In this lecture we will be presenting a visual example from the semiology in art prac-
tice workshop held during winter semester 2018 at the University of West Attica.

MAGDALENA PAPANIKOLOPOULOU is an artist who language. She makes the letters in material form, to
creates live performances, videos, installations and stage them as an interactive object. She is an assistant
calligraphies. Her works explore not only the visual professor at the University of West Attica of Athens
but the semiological aspect of symbolism of lettersand teaching graphic design and visual communication.
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EAENH MOYPH

H dLadpopn TnG MoAUcUVOETNG EMKOWVWVIAG e PECOV TO animation
MeAétn nepintwong: H enikowvwvia Tou npoypdauuatos «KaAutepn Zwn» Ue thv ouvepyaocio
™m¢ WWF EAAadog kot tou Tunuartog Mpaplotikng, uadnuara kUkAov animation

O pop@ég emikovwviag Tov £xouvv avantuyxBel pe Bdon Tig TexviKéG TOL animation Kot
™V Bonbela tng Texvooyiag, Exouv 0dnynoeL v Téxvn Tov animation oe véoug Snut-
oupykoUs Spopoug. To animation eivat o cuvduacpdg oxediov, kiviong, a@ENYNUATIKNG
KALLAKWoN G Kot puBpov, emopévwg evog ToAvoUVOETOU eMKOLVWVLAKOU povtéAou. To
Hovtédo autd avamtiooeTal kKupiwg Ttpog dVo katevBvvoels. H pia katevBuvon eivain
Snuovpyia Taviwv a@nynuatikoy animation, 6OV SPAUATOTOLOVVTAL PAVTACTIKA YE-
YovOTa 0€ KOGHOUG U TTPAYUATIKOUG. AAAWGTE KABE KOGHOG Elval aTToSEKTOS pKEL v
VTN PETEL TNV AN YNOT KL TNV KEVTPLKT] LOEX, EVW 0 CUUPBOALTUOS KaL 1) apaipeon aTov
oxedlaopud BonBovv Toug SNULOVPYOUS VA ETILKOLVWVIGOLV TIS amdYelg Toug. H GAAN
katevBuvon elvatn Snpovpyla TAnpo@oplakol animation. AvamtoxOnke amod Ko
Topeia Tou animation pe To graphic design. Eekivnoe pe v dnuovpyia cuvdvacov
K{vnomg elKOVAG KAl TUTIOYPA@IK®V oTolXelwv (motion graphics). EktogevOnke péoa
aTIO TNV TEYVN TWV KWWNHOTOYPAPIK®V TITAwV (generiques) pe TpwTomdpous Toug Otto
Preminger kot Saul Bass. Zipepa o cuykepaopog animation - graphic design, og ouv-
Suaopo e TIG SUVATOTNTEG IOV TIAPEXEL T) TEXVOAOYL, 081 YOUV OA0 KL TIEPLGGATEPOUG
SMuLovpyoLs oTNV XP1o1 TWV VEWV HEGWV ETILKOVWVING.

Ita pabnipata Tov kUkAov animation oto Tunpa Ipa@loTikig, pe KabnynTég Toug
EA¢évn Movpn kat ZmOpo ZIAKA, 0TO TAXIGLO TWV CUVEPYAOLWOV E KOWVWVIKOUGS POPELS
kot pe MKO, ovvepyaotikape pe tny WWF EAAdSog oto ipdypappa «KaAttepn {wn». To
Baowkd Bépa emkovwviag NTav: «AvakaAvTtovpe pall Tws pmopovpe va BEATIWCOVHE
™MV KON UEPVOTNTAE OGS PE IKPES AAAXYEG KAL SIKTUWVOUAOTE YL ot KaAOTEPT {W1)».

'Etol, oOp@wva e To TIPpOYPAUUN OTIOVS WV, GTO TEUTITO EEAUNVO KAL 6TO HdOnua
Eikovoypa@nuévo Zevaplo avamtiuyxdnkay amd opddes (oLt T®V oL LGEES, T GEVAPLA, 1)
aleOnTikn amewkovion (concept art) kat teAlkd ta storyboards. Katémiv oto £éBSopo e€d-
UNVO 6TIOUS WV, HETE aTiO TOV KUKAO HaBnudtwyv dnuovpyiag kiviiong, Snuovpyndnkav
Ul oglpa amd animation spots. Ao auta €xouvv emAeyel T€ooepa oL Ba avaAvBolv wg
neAéteg mepimtwong. H emAoyn twv cuykekpluévwy animation spots €ywve pe Bdon v
SUvaun ¢ emkowvwviag pe péoov to animation, To EUPNUATIKO GEVAPLO, TOV TIPOKAT)-
TIKO OXESLAONO, TNV XPTIOT) TNG KIVNUATOYPAPLKNG YAwooag. ESw Ba avaivBovv yia
K&Be Tawlia, Ywplotd Ta Téooepa aUTA oToLyela, EVved TapdAANAa B avaAvBovv péow
TWV oUYKeKpLLEVWY animation spots, ot 600 kUpLeg KATEVOVVOELS TWV ETILKOLVWVLINKOV
HOVTEAWV TG TEXYNGS TNG pPruxwong. Ot Tawvieg autég katnyoplomomOnkav pe Bdon to
EMKOWVWVLAKO povtédo G téxvns01,31 tou animation. Ot tawvieg Smartphones 01.39
min, a6 toug [1étpo Ete@avidn kat Alexandra Gonzales kot What can we do to reduce
water waste 01.23 amd tv Raquel Lazaro Henriquez, eivat mAnpo@oplakoé animation. Ot
tawieg Car rage, 01.31 min, anoé tig Ocodwpa Mmapéta, Mativa Anpov, Xpuooovia Kov-
kovAov kat For better life, 02.52 min, a6 ti¢ EAti§a Mmoutov, ABnva EvBuptiomoviov,
Etprjvn lopSavidov, Jimena Nunez, eivat a@nynuatikd animation.

H EAENH MOYPH givat AvamAnpwtpta Kabnyrtpa kat
Si18aokeLstoryboard, cartoon kat animation oto Turpa
Ipagotikng kat Omtikig Emuowvwviag, Mavemotio
Avtikng Attikig. Amdottog touv TEI ABrjvag, Turua
Tpapiotikrg, kartov CFP perla Technica Cinetelevisiva
ToL MiAdvou. Kdtoyog petamtuytakol kat SiSaktopt-
KoV titAov a6 v Akadnpia Kadwv Texvwv tou Novi
Sad pe B¢pa: «ASaKTIKY TOU KIvoupévou oxedlou» kat
«To animation otV Sta@npion. ZuvOnkes epmelpia

kat mapaywyn oty EAAGSa». Amd to 1980-1995
ouvepydotnke wg freelancer pe Tig EAANVIKES ETaLPiES
Tapaywyns animated spots Kouvoumy, Artoon, Blitz
Kkat Kovak, v amd to 1986 §i8dokel animation oto
Tuqpa Fpagiotikie. Eivat ouyypagéag touv BiAiov
«Frame by frame» (Nexus Publications 2004 kot 2009)
YLt TNV TEXVN KA TEXVIKT TNG ELPUXWONG, KAB®S Kot
ToAAWV SteBvwv dnpocteboewv.



7th ICTVC 2019 25

EAENH MAPTINH
Kinetic typography: To eAAnvIKO eneloc6810

0 oxeblaopndg TitAwv apxms yla Kvnpo-
TOYPAPIKEG 1) TNAEOTITIKES TIAPAYWYES
amoTeel La katnyopia oty ypa@t-
ot [Ipogtopnalel To Beat yo v
a@nynon mov akoAouBel, Sivel v
atudo@ALpa TOL £pYOU Kal TTANpo@opEl
Yy Toug xapaktnpes. Ta mapadeiypa-
TO TOV EVPWTIATKOV KL APEPLKAVIKOV
KLV UATOYPAPOU Eval YVWOTA Kal €€
altiog aUTWVY TEBMKE TO EPWTNUA YL

TO TLOUVVEPTN 0TO YWPO TNG KLVOUHEVNG
TUTIOYPAWIKNG ElkOVaG otnv EAAGSa.

H épevva emixelpel va kataypapet to
OXETIKA KOVTIVO LoTOPLKO TaPEABOV TOU
oxedlao ol TITAWV apxN§ Yo TIG EAAN-
VIKEG TTOPAYWYESG KIVILATOYPAPOU KAl
TNAEOPAOTG, EOTIALOVTAG OTIG SEKAETIES
1960, 70, 80, SnAadi) amd v apxn ™S
EAANVIKIG KPATIKNG TNAEOpaON G LEXPL
™v éAevon S S TIKNG, To 1989.

TV €l6NyN 0N TAPOVGCLATETAL
EVBEIKTIKA OTITIKOOKOUOTLKO VALKO TIOV
OUYKEVTPWONKE KATA TNV £pELVA ATTO
v Tawodnkn s EAAGSag, Ta apyeia
™G EPT, To oAU KoAG evnuepwuévo
site www.greekanimation.com, kaBwg
Kal amd GAAeg lotooeAibeg. EA@Onoav
emiong ouvevtevEels amod Snpovpyols
oL omolol cuppeTelyav O0TIG TAPAYWYES
aUTEG KAl yvwpilouv aueoa tTig cuven-
KEG TIOV SLAOpEWoaV TO OXESIATUO.
TéBnkav €€ apxns ta €&Ng epwTNUATA:

- Me 6poug ypa@LoTikig, To eEw-
@UAL0 evig BiBAiov TpoiSedlel yia To
TIEPLEYOWEVO TOV 1) Lot CUCKEV AT Sivel
TIANPOPOPIES YLaL TO TIPOIOY OV TIEPL-
kAeiel. ZupBaivel To avtioTolyo e TOug
TITAOUG APYN§ HLAG KV LATOYPAPLKIG 1)
TNAEOTITIKNG Snpovpylag;

- TIwg oL TEYVIKEG KaL OL TEYVOAOYIES TNG ETOXTS EKEIVNG ETILEPOVV GTO OYESLAGUO;

- [wG Ta KOWWVIKA KoL KOAALTEXVIKA KIVJHATA TNG ETTOXTS EMNPENAGAV TO ALOONTIKO
ATOTEAEG U,

- Mwg emédpacav ot SLeBVel§ TTPaKTIKES;

ATIO TI§ TAPATN P OELS KAL TIG ATIAVTINOELS CUUTIEPAVOUE OTL:

- Oudnuovpyol twv TITAwY Bewpolivtal Texvites Kat Sev ava@épovtal ouvinOwg
0TOUG TITAOUG apyM§, EKTAG edv UTIAPXEL EL81kO animation.

- H texvoldoyla kat ta péoa ¢ emoxns kabopilovv o€ peydro abud v aeON K.

4= Vigamion the Sandoner & The bmician {Argeioa Focras 1387-155%)
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H ypa@lotikn kat Tumoypa@ia twv
evTUTIWV akoAovBovv Tig Stebvels Td-
OELG, OL OTIOIEG AVAUEVOUEVA EPAPO-
Tovtal kat 6to oxedlacud Twv TitAwy,
BeBaiwg pe k&molovg EPLOPLEHOVG.
ATo@evyovtal ypapUaTooELPES oL
OTIOLEG KATA TN PWTOYPAPLOT TTAPOU-
o1alouv «PBOPG» KoL KATA CUVETELX
yivovtat Sucavayvwoteg Katd v
kivnon, OTwG aUTEG Le AETITEG YPOUUUES
KatL Tatovpes. [IpoTipwvTaL AoLmoy ot
AEYOUEVEG AT PUAEIG YPAUUATOOELPES
(bold-solid) yia texvikoug Adyous.

- 01 81ebveis Tapaywyég amo-
TeAOVV «o)0Ae{0» yio Toug 'EAANVES
Snuovpyovs, 6oV aPopA 6TO OTIA.

0 oknvoB£Ttng gixe Tov TPWTO AdYO
OTNV ETMAOYT TOU VQOUG TWV TITAWV
(concept), peta amd VTOSELEN TOU
ypa@iota wg Tpog TV EMAOYT| TWV
YPAUUATOCELPWY, 1] OTIola e pTATAL
aTo To TEPLEXOUEVO TOV €pYOU (TraL-
S1K0, AOYOTEXVLIKO, K.ATL) KL OTIO TO
stock mov SwxBétel To studio.

- XTa SLOENULOTIKA OTTOT AdYW

TEPLOPLoUEVOL Xpovou (max 0:307), n kiviomn Twv ypappdtwy eivat évtovn yix va tpafn-
EeL TNV TIPOOOXT KL va EVIVTIWOEL, EVW 0TIG EKTIOUTIEG aakoAovBeiTaL KAAOIK& KABETN 1)

oplovtia kivnon kat fade in/out.

To Selypata €xouv katnyoplomomBel o §Vo Baoikég katnyopieg: 1) TitAot apynis ya
tawieg 1) short movies kat 2) TitAot apx1|§ Yio TNAEOTITIKEG TTAPAYWYES, HE TIG TTAPAKAT®
vmokatnyopies: 2.1) ZNpata, 61 0ELS, spots, EVUEPWTIKES ekTIOUTES, 2.2) WPuxaywyt-
KEG ekTOpTIEG (TNAETaYVISIA, povaikéS, abAnTikég), 2.3) Maidikeg, 2.4) Zelpeg, kal 2.5)

Awxpnpioets.

H amokatdotaon kat Yn@Lomoinen Tov omTikol VALKOU KabBwme KaL 1) EQapuoyn
"youtube”, pag eMITPEMOVV GXETIKA EVKOAX VA TAELSEPOUE TTioOW GTO XPOVO KoL va
€xoupe TIpOGBaon 6’ Eva KOUUATL TNG LoToplag TNG EAANVIKNG YPAPLOTIKIG, 0TO EAANVIKO
€MELOOS10 TNG KIVOUHEVNG TUTIOYPAPLKNG ELKOVASG.

ELENI MARTINI s alecturer in the Department of Graph-
ic Design and Visual Communication at the Faculty of
Applied Arts and Civilization, University of West Attica,
Athens, Greece. She holds a BA from the Department
of Graphic Design, TEI Athens, and an MA in Electronic
Graphics from Coventry University, UK. A recipient of
two scholarships by the State Scholarships Foundation
for undergraduate and postgraduate studies, Eleni has
a working experience at magazine and advertising
companies and has also acted as an independent de-

signer for printing and interactive media. Since 1994
she teaches Visual Identity and Communication Design
of Messages and Information and has participated in
a number of international educational projects, work-
shops and exhibitions. She is currently a member of
the “Future Text” research team. Her research interests
focus on graphic design history, teaching methodolo-
gies, social design, the impact of type in everyday life,
and calligraphy as expression.



7th ICTVC 2019 27

OYPANIA EYzTAGIAAOQY, XPYZOYAA AT=0Y
Enefepyaoia vs Xelpaywynon tng elkovag. Yapyouvv opLa;

H swcova elvar kuplapyxo otoryelo g onpepvig kowvwviag. [ToAAEG popég kabopilel Tov
TpoTOo oL avtlapBavopacte ta yeyovota. Eite to B€Ahouye, eite oyt otV kabnuepwvo-
TNTA pag avtipetwilovpe éva «Boufapdiopnd» amd eikdves. To prjvupa TTov TEPVAEL T
(81a elcova otov GvBpwto pmopei va elvat Stagopetikd kat e&aptatal amod Ty KovAtov-
PO TOV, TO BLOTIKO TOV EMITESO, T LOPPWOT] TOV, aKOUA KoL TO eTtdyyeAud Tov. Me
paydaio avATTUEN TWV VTIOAOYLOTWV KL TWV TIPOYPAUUATWY Slaxeiplong kat emetep-
yaoiag eikovag, eivat mAov ToA) e0K0A0 TO apyLKO PVUUA TNG EKOVAG —EL8IKE TNG
Pn@LaKng- va aAAGEEL PE ATIOTEAEGUATIKO TPATIO, XAVOVTAG O KATIOLEG TIEPLTITWOELG TNV
a&lomiotia Tov. H emetepyaoia g etkdOvag TepAdBAVEL T LETATPOTIN 1} TNV OAOKAT-
PWTIKN OAAAYT TNG HE TN XP1IoN SLa@ipwv HEBOSWV KL TEXVIKWY, YLK TNV EMITELEN TOV
emMBLUNTOV ATMOTEAEGUATOG. TO TTAPAYOUEVO ATIOTEAEGUA UTTIOPEL VA ATTOTEAEL VXX €pYO
TEYVNG AOYW TNG LOVASIKOTNTAG TOU KL TNG KAAALTEXVIKNG TOU ATXT0ONG, 1} O GAAES
TEPIMTWOELG TIPOLOV XELPAYWYNONG TOU KOWVOU Yl TOAAOVG Kal §1a@opoug Adyous.

Y€ KATOLOUG TOUEIG 1) TIPAYUATOTOMOT AAAQY®V OTNV ELKOVA, UTTOPEL VO XApoKT)-
PLOTEL WG AVTLETOTNHOVLIKT AVTLUETMTILON. X€ KATIOLX KPATT, AAAaYEG 1] HeTABOAEG TNG
EIKOVAG £(TE KATE TNV UTIOBOAN TTPOTATEWY, £lTE TNV eKTEAEDT, elte oV a§LloAdYN 0T,
eite o SNUOCIEVOT EPEVVITIKWV ATIOTEAEOUATWY BewpovvTtal Ttapamoinon 1 TAaoto-
ypaenomn 1) AoyokAoT Kat 1 elkéva ou petafANOnKe 0AOKAN P 1] EMAEKTIKA O€ éva
HEPOG TNG Yia va Seiel KATL TTOU Sev UTIPXE APXLKQ, aTtoTEAEl TTopadetya Tapatoin-
ong-xepaywynong. Mepikoi vrootnpifouv 4tL 0 6pog xepaywynon (manipulation) tng
ELKOVAG UTIOVOEL TOV avApHOGTO £AEYX0 TNG avOPWOTILVNG AVTIANYNG YA L GUYKEKPLUE-
VN TPAYUATIKOTNTA HE€ow TNG XP1ionG§ ElkOVwV. Elvat yeyovdg 6tLn paySaia e€€ALEN TG
TeXVoAoyiag CUUBAAAEL APYNTIKAE GTNV LKAVOTNTA PG VO SLATILOTWVOUHE TNV oo Tia
TWV EKOVWV. Ot LEAAOVTIKEG YEVIEG B avaTtTUEOLV LA TTLO EAEVOEPT] KoL TTLO AVeEAPTNTY
TPOCEYYLON OTIS EIKOVEG ATIO AUTH TIOV XUPAKTNPIlEL TOUG ONUEPLVOVG EVIALKEG. OL £L-
KOVeG Sev Ba Exouv €€ 0pLopov «@uokn aflomiotior. Eivat cagég 6tLo fabpog coBapod-
TNTAG TNG XELPAYWYTONG EXEL OXEOT] KAL LLE TOV TOUEN GTOV OTIO(0 TEALKA AVAPEPETALT
EKOVA (LaTPLKT €peuva, EONOELS, SLAPNULON, KOAALTEXVIKT @WTOYPA@ia). ZTO EPWTNUA
TLopilovpe cav amodekt enelepyacia eLkOVAS, OL ATIAVTNOELS UTTOPEL VO SLapépouy
ONUAVTIKA. ATLO TNV oA aAAy1] TNG HEXPL TN LETATPOTIN TN, TN LETAROPPWOT), TNV
TAPAUOPPWOT], TNV TTPOCTOHESN Un VTIAPXOVTWV GTNV APXLKT] ELKOVA OTOLXEIWV, 1] AKOUN
Kat ™ Staypa@t) otoxelwv NG etkovag. To T0G00TO TWV EIKOVWY LE TO 0Tolo gpydpa-
OTE O€ EMAPN KAl £X0UV UTIOOTEL HEYAAN 1) pikpn) emte€epyaoia, eivat TOAL peyaAivtepo
at’ otivopifovpe (évruma kabe idovg, kKivnuatoypa@og, tnAedpacn, internet). Xe pe-
PLKEG TIEPLTITWOELG 1) eTIEEEPYATIA QUTN UTINPETEL TO PIVULA TNG ELKOVAS KAl AELTOUPYEL
oav BeAtiwon G ToLdTNTAG TNG, UE ATTOTEAETUA VA YIVETAL ATTOSEKTY TP TNV EKTAOT
™G Z& AAAEG TIEPITITWOELG OUWG Elval TETOLA TTOV TP APLATEL KATAPOPA TO UVUHA TNG
ELKOVAG 1) TNV TIPAYUATIKOTNTA, LE ATIOTEAEGUA OYL LOVO VO UMV lval atoSekTr, OAAG va
amoTEAEL Kot TIpoidv eEamdatnong. TeAtkd vtapyxovv dpia; Moy otapatdel n OeuLty eme-
Eepyaoia kat wov apyilel n xelpaywynon g eikovag; Kot tLylvetat pe Ta TVveEUUaTIKE
Sikawpata; O UTTopoVE 6TO HEAAOV VU EUTILOTEVOUAGTE TNV «AANOEL» TWV EKOVWV;

OURANIA EFSTATHIADOU is a Lecturer at the University
of West Attica, Greece, teaching digital image process-
ing and interactive multimedia at the Department of
Graphic Design and Visual Communication - Graphic
Arts Technology, where she works since 1991. She
holds a BScin Graphic Arts Technology, an MSc degree

in Interactive Multimedia (University of Westminster,
UK) and is currently working on her PhD, focusing on
the use of digital filters in image processing in Graph-
ic Arts. For more than 30 years, Ourania is actively
involved in the fields of education, research projects,
multimedia and digital publishing.
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[TANOE KONEZTANTONOYAOZ, ZQH KATSITIANNH
H napaotatikni dnuocloypadia otig edpnuepideg

H S1aAedn pag a@opd tn Suvapikn xpnowotTnTag e @enpepibag otn onpepLv Emoxn wg
avaykailo péco evnuépwaong o€ oxEom He T xpron Tou Awadiktoov. Qg emayysApaties &n-
pootoypaot-oxediaotés infographics Oa mapovoidoovpe tov pddo twv infographics ot
oUyxpovn SnpHocLoypa@io KaL TNV OTITIKOTIOM o TWV SNUOCLoYPaA@IK®Y BEPETWY aTtd
nia e@nuepida pe infographics. O epnuepideg otnv EAAGSa pe v ep@avion g 8w Ti-
KNG TNAE6PAOTG KL TOU pASLO@®VOU THPAV TA TIPWTA UNVUUATA 6TA SEATIO KUKAOQO-
plag. Ot TWANOELS dpxloav oTASIAKA Vo TTEQTOUV. OL avTISPACELS TAV OTIXCUWSIKES KAt
emupavelakés. H ebkoAn AVon ftav oL Tpoo@opés o€ emmALoV EKSOTELG AAAG KAl EVKOL-
PLAKA S@OPX TTOU 1 TAV TIOAD HOKPLE Ao TO SNUOCLOYPAPLKO TTpoidv. Ot coBapég e@npue-
pideg emelta amd AUVTOV TOV KUKAO KATAAAPAV WG EMPETE VL ETEVEVOOUV OUCLACTIKA
otn dnpooloypa@ia, oTnV avdAuon Kat 6To pemopTdd. Tote pbav ta smartphones! Ta
KWNT& THMAL@WVA avTIKATAOTAON KAV LE TI§ EEuTtveG ouokevEG. H evnuépwon Ntav ma
0T XépL pag. ‘OAotL amékTnoay Tpocacn amo omoladNToTe YwVid TG I'ng yia oTidnmo-
te. 'Htav emavaotaoct. H Sevtepn avtidpaon, KoL onuavTikOTEPT, TwV EENUEPISwV Tav
L0 §UOKOAN AdYW TOV OTL TWPA TLX ATIELAOVVTAV WG MEoo. TL ipémel va TapdyeL kot va
ToVAQEL éva M€oo, TUTTWUEVO OE XapPTi, TO LECT|LEPL TIPOKELUEVOU VA AVTAYWVLOTEL Lo
Slapkw¢ avavewpévn evnuépwon amd to Atadiktuo Tou T Aapavet o xprotng Swpeav
oty €€uTvn cuokeur] tov; OL peydAotl opyaviopol, SLevBUVTEG KAl APYXLOVVTAKTES, 0AAG
Kot oL LBLOK TN TEG TwV MEowV emevdVouy 0TV avdAuom Twv Yeyovotwy Babditepa.

Ztov 81ko6 pag Tov Topén, TNG OTTIKoTIomong g eiénong, o péAog Twv infographics
elval kataAvTtikdg. Meyada Bépata, Epevveg, StoéAda Tapovaoldlovtal Kabnuepva
e Baon ta infographics. MaAota o€ pa ava@opd otnv etnola EkBeom TG Evwong
avotplakoL Tomov, o N. KoUmep SnAmvel Twg poévo 800 Xwpeg o€ EVPpWTIAiKO eTiTteS0
TPOVOLALOVVY O€ PEYAAO 000G TO Snpocioypa@ika Bépata e infographics og 0A6-
kAnpa StoeAda, ) Moptoyadia pe tnv EXPRESSO kat 1 EAAGSa pe to EONOZ. Epels, wg
oxedlaotég otnv epnuepida EONOE, B TapouoLldGoVpE TOV TPOTO OXESIAT OV KL LEAE-
™G TWV S1HOCLOYPAPLIKWY BEUATWY OE SLAPOPESG GTHAEG TOVL KaBNUEPIVOU pUAAOV, TOU
KUPLOKATLKOU, TIOU £XEL KOL TNV TIEPLOTOTEPT] AAAG Kol auEavapevn KukAo@opia, aAA&
KOl 0€ GTNAEG TIOU HE HIX KAWVOTOUX Lop@n] TpoBaAAovtal wg epyaieio ta infographics.
H gpnuepida péoa amd v mapaotatikny Snpoctoypa@ia eivat mo mapepfatik, o
€VUKOATN o€ avdyvwor Kal Tilo @LALkr. To péco —to xapTi- ylvetal avtaywvioTikd xwpls
va peLwveLl Ta Ymeakd Méoa.

HZaHKATZITIANNH oto8ace oto Turpa Fpagiloti-
KNG TNG oA g Tpakwv Texvwv kat KaAALtex vikwv
Emovdwv tov TEI ABNvag. Attd to 1987, kat yia 24
xpovia, epydotnke oto ateAtE tngeEnuepiSag EAEY-
OEPOZ TYTIIOZ. Aidate ypapiotiktjota IEKEYNH. T
Taypa@npatd tns Stakpibnke ota EBIE to 2010 kat
2011, kaBw¢s kat ota European Newspaper Awards
(2012, 2013, 2014, 2015, 2016) kat amd to TSpupa
Mmédton yia TV 6UVOALKY Tapovaia ThG otov TuTo
oxedialovtag infographics. Eivat pédog tng EXHEA.
O IANOz KONETANTOIOYAOZ CTIOUSXOE YPAPLOTIKT
otnv ABnfva. Epydotnke wg paketiotag 6To mepLo-
S1kd EYidov kat to 1996 tEpace 6To TUNIA YpoP™-

pdtwv tngEAguBepotuTiag, 4oL EpydoTnKE EWGTO
2008. KaAAttexvikog StevBuvtng otnv tnAgdpaon
Tov Alpha (2000-2007) kat elkaoTik6§ cVUUBOVAOG
oto Méyapo Movoikiig ABnvav amd to 2001. Xxe-
Slaoe oelpd xapTwv yla TaélSlwTikd TTepLodikd kat
Taé 8L TIKOUG 06N Y0UGS Kat e§€Swae 14 TPooWTILKAE
BiBAia. BpafevBnke yla Ta ypa@npuata Tov oTtnv
«EAevBepotumia» kat to 2008, 2009 kot 2012
BpaBevbnke yia avta otnv Kabnuepw) (European
Newspaper Awards), kat to 2018 amd to 1§pupa
Mmédtomn yia thv 6UVOALKT Tov Tapovasia atov TUTO
oxebidlovtag infographics. Ex§iSet to meplodiko gr
design kat eivat péAog TG Evwnong ZuvTaKTwy.



7th ICTVC 2019 29

N1KoS GEORGOPOULOS

Time travel branding: Zxedliaopnog tou pavraciakol branding tTwv
TOUPLOTIKWV §EVodoxeimv Zevia

OpU®PEVOG aTtd TNV BERATIK TOU QETLVOU
ICTVC, fa tapouoldom yla TTpwTh Popd To
EPEVVNTIKO TIPOTLeKT pe TiTAo ‘Time travel
branding: ZxeSlaopn6G TOU @AVTAGLOHKOU
branding Twv TouploTIKWV EeVvodoyxeiwv Eevia
(Time travel branding: Xenia Hotels’ fictitious
visual identity programme).

Tl ouykekpLuéva, To TPOTIEKT APOPA TNV
HEAETT) TNG OTITIKN G KOL YPAPLOTIKNG YAWOOOG
IOV Xpnolomolovoay Ta ‘Eevia’ kata to 1951-
1963 (KTIPLAKEG EYKATAOTATELS, GNILAVOT) TWV
KTIplwv, Sl IO TIKE UAAGSLA K.0.K.). AUTd,
€ GUVSUAGUO |LE TO LOTOPLKO KoL TTOALTIKO A~
Ol0 T1G ETOXTG KAL PLE GTOXO TOV OXESLATUO Kol
NV EMPEAELA TNG OTITIKNG TwTOTNTOG (brand
identity), tov Sev elyav moté Ta ‘Eevid.

To TTp®WTO KOUUATL TNG oAl Bar eTrike-
vTpwOel otV Tapovciaot Tou LoTOopLkoL TAAL-
olov, 0Tav To XPeoKOTMHEVO EAANVIKO KPATOG
TpooTaBel VOl EMAVEKKIVIIOEL TNV OLKOVOUIX TOU
ATOPAGI{OVTAG VO KATAOKEVAGEL TO (810, WG
eMEVEUTIG, EEVOSOXELOKA KATOAVUATA LE TV
TEMOIBN oM WG Ba AELTOVPYNGOVY WG TIPOTUTIA YLK TOUG LOLWTESG EMEVEUTEG. XTO SeVTEPO
TUNHa Ba TapovcLdow To avtaclakd brief - to omoio dev elvat GAro amd v avaywyn
TWV ONUEIWV TOV ETILITUXTUEVOU APXLTEKTOVIKOU 0PAUATOG O AUTO EVOG YPAPLOTLKOV
Kabws emiong kaLn HETA@paoT Twv oToxwVv TG Touplotikng MoAttikrg Tou EOT. Akdua,
Ba Tapovoldow T Stadikacia épguvag kal LEAETNG OV akoAovBrjcape padl pe Toug
OUVEPYATEG LoV HECA ATIO TA TIPAKTIKA TwV cuveSpLdoewv touv AX tov EOT v mepiodo
1951-1963 kabwg emiong koL amod T YWTOYPAPIKE apyela Tou Movoeiov Mmevdkr).
Y10 teAsutaio Tupa ™6 opAiag Ba kataAniw otV Tapovciaot TG oXESIAGTIKNG
TPATACTG YIX TNV QAVTACLAKT OTITIKT TauTOTNTA (branding) twv Touplotikwv Eevodo-
xelwv Eevia, Tapovotdlovtag To A0YOTUTIO, TIG EQAPUOYES TOV, TO EYXELPLSLO EQapHOY™S
OTITIKIG TAUTOTNTAS K.0.K. UTIO TNV LOP@T| Props VOGS @avTaoTIKOU oevapiov KaTtd to
otoio 1 amoBopnyavotoinon tns EAAGSag Sev Eekivnoe moté, ta "Eevia’ evSokipunoav,
mAateia Opovoiag Sev HETATPATINKE 0€ TOLUEVTEVIX TAATPOpUA Kat Sev E@uyav 400.000
"EAAnveg petd to 2010.

NAFPLION
: ANDROS
POROS
SPETSES
OLYMPIA Il
DELPHI
MESOLOGI
OLYMPIA |
SPARTA
BY TINA

NikKos GEORGOPOULOS is an award-winning graphic
designer and artdirector based in London. Described
by London College of Fashion’s Creative Director as
‘sensitive, considered and essentially poetic’, his
practice is best known for designing ideas driven
visual identities, books and websites for the fields
of fashion, culture and architecture. He has studied
Graphic Design and Visual Communication at Vakalo

(BA Hons, MA) in Athens, and at Camberwell College
of Arts (MA) in London, where he conducted practice
based research exploring the relation between Iden-
tity and Archives. Nikos is amember of the Art Direc-
tors Club in New York and since 2018 he is teaching
Typography and Graphic Design atthe London College
of Communication, UAL.
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ANNA MELI

Augmented Reality and new possibilities in the field of typography

This paper explores the relationship of
abstract cinema with the graphic arts,
as well as the blending of our senses,
most commonly referred to as synaes-
thesia.

The language of this artistic expres-
sion originates in the Avant-Garde of
the 1920s, of which the formalistic
language of visual communication -
used until today- is the main offspring.
From the geometric and abstract style
of De Stijl or the Bauhaus aesthetic, to
the hallucinatory Surrealistic imagery,
Avant-Garde film movement involved
artists using various media, especially
painters and poets who attempted to
attribute concrete plastic forms to their
inner visions.

Dada artists Man Ray and Marcel
Duchamp experimented with this new
art form, using, among other means,
typography, in an expressive way that
freed words from their meaning, thus
creating a new semantic vocabulary,
where text, deconstructed from its
meaning, becomes a visual medium
generating subjective perceptions.

Additionally, techniques such as intuitively scratching through the celluloid film sur-
face, as in the masterpieces of filmmakers Len Lye and Norman McLaren or David Perry,
make it possible to study aspects of graphic arts techniques that emphasize the tactile
notion of film manipulation that underlies the visual element.

ANNA MEL] born in Athens in 1986, is a new media
artist. She is a PhD candidate at Athens School of Fine
Arts (ASFA), Greece. In 2015 she completed the Euro-
pean Master entitled “Art, virtual reality and multiuser
systems of artistic expression” (ASFA and University
Paris8) and in 2010 she graduated from ASFA with

the degree in painting. Her research concentrates on
artists’ books proposing a new form of book in the
virtual space. Her work is a combination of typography
and new media, based on narration and interactivity.
She has participated in international conferences and
exhibitions.
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OURANIA MAKRYGIANNI
Ways of visual storytelling in fiction films and their reflection on the book

This research project aims to investigate the reflection of fiction films on a different
medium, the book. The exploration of a way to represent visually the storytelling from a
film to a book, regarding the visual aspects of both of the two mediums piece by piece but
also as a whole, is also a goal of this work. The inter-disciplinary research focuses on the
fields of cinema and film, visual narrative and storytelling with editorial design. Through
a series of experimentations on the printed medium the book emerges as a reflection

of the visual narrative of a film, specifically of a complex one, chosen for this purpose,
namely The Grand Budapest Hotel, by the director Wes Anderson.

By examining the fundamentals of graphic design and cinema and applying them to
the printed medium, the project aims to explore the representation of the narrative with-
in different mediums, a procedure where also the story itself plays a very important role.
The resulting publication focuses on mirroring as liberally as possible, the bond between
visual storytelling on cinema and the book.

It is about a coordinated attempt to explain the switch of mediums and their paths
while keeping the content of the film as unchanged as possible. Specifically, the manipu-
lation of the visual and verbal content of a film bears a certain interest when it is regen-
erated with the codes of editorial design. After explaining the dynamics of each medium
separately, a method is suggested in order the reflection of the film on the book to be as
successful as possible according to the criteria of the visual communication rules. While,
in most of the cases, the book is the starting point for a film, the opposite is quite chal-
lenging, especially when it is about the connection of visuality from both sides.

OURANIA MAKRYGIANNI is a visual designer who recent-
ly completed her MA in Communication Design in ESAD
Matosinhos, Porto. Her thesis was about the blending
of cinema with editorial design, two fields that interest
her deeply. Ourania has also studied Marketing and
Communication in AUEB, Athens. She has been working
for various design studios and as a freelancer. She is
interested in the visual language of photography and in
following different creative and conceptual paths in art

and design in areas such as the making of zines, collage
or videos; at the same time, she is trying to participate
in more explorative projects that interest her. Her work
varies from illustration to visual identity or editorial
design, and she tries to integrate meaningful concepts
and sometimes a sense of humour and communication-
al interactivity by exploring other fields, like human
sciences or the boundaries of expressing imagination
throughout the design language.
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CHRYSOULA GATSOU, ELISSAVET GEORGIADOU

Where design thinking meets co-design

The design of information technology artefacts is more and more complex, since they
contain more functions; they make more demands on experience on the part of users and
have to take into account various ecological considerations. One of the main challenges
for improving user experience in systems and artefacts lies in how designers, develop-
ment managers and IT professionals can cultivate empathy in users.

Design thinking is a human-centric, holistic approach to problem solving and busi-
ness thinking that employs empathy, ideation, prototyping and experimentation to
solve real-world issues. Design thinking fosters creativity and innovation. Tim Brown,
CEO of IDEO, an award-winning global design company, argues that: “Design thinking
is a human-centred approach to innovation that draws from the designer’s toolkit to
integrate the needs of people, the possibilities of technology, and the requirements for
business success”. Design thinking draws upon logic, imagination, intuition, and systemic
reasoning, to explore possibilities of what could be - and to create desired outcomes that
benefit the end user. The key to the process is empathizing with the users to reveal ne-
glected needs by understanding their beliefs, behaviours, motivations, values, gains and
challenges and to provide innovative solution concepts.

Co-design draws on innovative ideas generated by users, researchers, designers and
stakeholders in general. It redefines how such persons are brought into the process of
value creation and engages them in the various experiences generated in the process.
Co-design in design process allows common people to exploit their creativity, by encour-
aging and helping them to do so. The evolution in design research from a user-centred
approach to co-designing is changing the roles of the designer, the researcher and the
person formerly known as the ‘user’; end-users can be engaged in various roles in the
development process, i.e., testers, informers, design partners and more.

In other words, design thinking and co-design involve end-users throughout the
design process, allowing improvement projects to incorporate users’ knowledge, needs,
preferences, and perspectives. The objective has been to encourage the designers’ em-
pathy, to connect knowledge and inspiration, to facilitate or support teamwork; hatching
out ideas, communicating and making decisions. This paper contributes to the body of
knowledge on design thinking and co-design by providing a framework which integrates

the core processes of both.

CHRYSOULA GATSOU is an Associate Professor at the
University of West Attica, Department of Graphic
Design and Visual Communication, Graphic Arts Tech-
nology, where she works since 1987. She holds a BScin
Graphic Arts Technology, an MSc degree in Interactive
Multimedia (University of Westminster, UK) and a
PhD in Human Computer Interaction. Her research
was presented at international conferences and has
been published in books and peer-reviewed academic
journals. She has more than 25 years of experience in
education, training, project and research within the

Greek and European Graphic Arts and Media sectors.

ELISSAVET GEORGIADOU lives and works in Thessa-
loniki, Greece. She studied graphic arts, image, film
and educational hypermedia. Her research has been
presented at international conferences and was pub-
lished in books and peer-reviewed academic journals.
She teaches print media and documentary production
atthe Department of Journalism and Mass Media Com-
munication of the Aristotle University of Thessaloniki
and Graphic Arts Technology at the School of Applied
Arts, the Hellenic Open University.
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JORG PETRI
Classless type: The past, present and future of typeface classification systems

Digital typography starts with what I call the »typographic
moment, to me the leading question of typography: Which
typeface should I choose? Simple words, still there seems to be
no simple answer. The number of potentially relevant attrib-
utes of typefaces is high, as well as the number of reasons

for or against one. The choice of digital typefaces is over-
whelming. It is a challenge to find the right one for a sentence,
a headline, a job; when making this choice, orientation is
needed. This orientation in the large world of fonts was diffi-
cult before the digital age, and has grown more complicated
ever since. Curiously, lacking orientation is nothing new to the
typographic world. Since the end of the 19th century, scholars,
type-manufacturers, educators and practitioners have tried to
review, sort and classify typefaces. All global players of manu-
facturers as Monotype, Linotype, Adobe, FontShop or Google
are using individual approaches to sort and categorise their
output. Finding the system of how to sort all fonts available
seems, as Jonathan Hoefer once put it, the holy grail in typo-
graphic research; always aspired to, but never reached.

In this talk, I would like to briefly draw the history of
classification systems not as a series of rivalling approaches
but of more than 100 years professional discourse on how
typefaces could be differentiated, categorised and finally
sorted. The classification discourse starts towards the end of
the 19th century, right after companies began to give type-
faces specific names. Classification gains momentum after
WW?2 and leads to a series of international norms (among
them the ATypl classification) but looses pace in the 1970s.
With the advent of DTP, digital type-technologies took control
of the world of type. From older standards as PostScript,
TrueType or MultipleMaster to more recent as variable fonts,
typography gets more and more liquid and dynamic. Classifi-
cation systems come to be more and more integrated into design software and processes.
They are now gatekeepers granting entrance to the world of fonts. I will show the main
approaches how typefaces were classified so far, identify the classification canon, analyse
current trends (as automated analysis, Al-approaches) and try to extrapolate how future
systems might look like. After more than 10 years of research, it is still my belief that
a classification system, a rational way to describe typeforms, can help to enormously
improve typographic quality.

PROTOTYPICAL CLASSIFICATION Maps of O

JORG PETR], trained as a typesetter in the 1990s, has
studied media informatics and worked as a freelance
typographic designer and trainer in Berlin. He began
teaching typography at an academic level as a lecturer
in 2005 at the University of Arts Braunschweig, Germa-
ny, where he also started a research project on typeface
classification systems. While the project stretched

beyond expectation, he was appointed Professor at the
Rhein-Waal University of Applied Sciences, Kamp-Lint-
fort, in 2010, where he now teaches in typography,
media theory and digital media. As a publication of the
research is expected late in 2019, his interest in type,
letterpress, typesetting and typeface classification
remains vibrant.
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JULIAN MONCADA

Histories and stories, tools and commodities: Times New Roman and
the history of type

This presentation intends to discuss some of the contexts and methods by which the his-
tory of type design was written and transmitted during the twentieth century. In order to
conduct this discussion the presentation will make use of Times New Roman as a case of
study:.

Times was one of the most successful typefaces from the last century, both as a com-
mercial product and as an acclaimed design, praised by users and specialists alike. Since
its appearance during the early 1930s, it was adapted to every relevant typesetting tech-
nology. Today Times New Roman is a ubiquitous typeface and an established paradigm of
the field’s practice.

Over the years such prominence has lead to the publication of a great deal of written
material about the typeface. This could already ensure that Times would be an interest-
ing subject of study, but for the purpose of this talk it is more notable to find that such
abundance of material doesn’t necessarily resolve into a rich and multifaceted story.

For all the motivations and voices behind those publications. For those technological
adaptations, and the users and markets that have relied on Times. For its 9 decades of
existence and its status as an influential model, the history of Times New Roman seems
fixated on its origins, indifferent to the visual trends before and after it was first manu-
factured, and apathetic to matters that influence the typeface design field such as devel-
opments in the type and design industries or the broader visual culture of the century.

Through the use of primary sources from the Monotype Archive, and with the exam-
ination of essays, reviews, marketing material and other texts about the typeface, this
presentation aims to show that these biases are timely opportunities to discuss the ways
in which type design history is documented and disseminated; because reflecting upon
those methods can teach us not only about how people defined type design before, but
give us tools to define and move the field forward today.

JULIAN MONCADA works in Bogotd, Colombia. He for Monotype (2012), a sessional lecturer in the UK
studied typeface design at the University of Reading and Colombia (2012-2017), and for the past year he
and at the ANRT in Nancy, France. Since 2011 he has worked on the restoration of wood type at the
has been running a flexible freelance practice as a Imprenta Patriética, a government-funded printing
typeface designer. This has allowed him to work on museum in Colombia.

other gratifying interests: He was an archive intern
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ARTUR FRANKOWSKI
Making revivals today

How to interpret typefaces from the past? Can we learn today from the old masters?
What is a revival? Do we need them now? These are not new questions, but we may
expect new answers.

The purpose of the presentation is to show the process of designing a new typeface
inspired by types cut by French printer and a punch-cutter - Pierre Haultin (ca. 1510-
87). Though less famous than Claude Garamond and Robert Granjon, ranks among the
best French type designers of the sixteenth century. During the years of his professional
activity he published Protestant Bibles and devotional works in Paris and La Rochelle
and developed sturdier and more economical design of roman type. Typefaces cut by
Pierre Haultin were heavier, narrower and with a larger x-height.

My research and design of “Haultin” typeface were initiated as a final project at Ex-
pert class Type design (EcTd) course at the Plantin Institute for Typography in Antwerp
in 2015. My aim was to explore the origins of classical typography and type design. The
starting point of the project was a research at the Plantin-Moretus Museum and a study
of historical material like punches, matrices, type specimens and books printed by Chris-
tophe Plantin with Haultin’s type. The final result is display and text versions of Haultin

FA typeface with additional italics.

ARTUR FRANKOWSKI is a graphic designer, typogra-
pher, type designer and lecturer. Professor of typog-
raphy and graphic design at the Faculty of Industrial
Design of the Academy of Fine Arts in Warsaw. Artur
received his PhD from the Warsaw University of
Technology with a thesis on legibility of type (2004).
In 2013 he presented a habilitation thesis on street
lettering as an inspiration for a graphic designer
at the Academy of Fine Arts in Warsaw. In 2015 he
graduated from the Expert class Type design (EcTd)
at the Plantin Institute for Typography in Antwerp.

He has designed or co-designed several typefaces,
among them Grotesk Polski, Komunikat FA, Merz FA,
Silesiana, Modernista FA, NASZ Stencil. Author of the
book “Typespotting. Warszawa” which is about street
lettering of Warsaw (2010) and co-author (with Mag-
dalena Frankowska) of abook about Henryk Berlewi,
apioneer of functional typography. Country delegate
of ATypl, member of Type Directors Club (TDC) and of
the Polish Association of Graphic Designers (STGU).
Co-founder of Fontarte.
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LASSE FISTER
Font Bakery: Improving quality at scale

The “Font Bakery” project attempts to challenge our assumptions about the following
question: How do we know that a typeface or a font is high quality?

It is a unique initiative to publicly, openly, collaboratively gather knowledge on qual-
ity issues, and whisk that knowledge into new software tools to check and verify font
quality. At the scale of a major distributor, like Google Fonts, a systematic approach is
necessary.

The project began in 2013 as a side-project of Dave Crossland, when he was acting as
a consultant for Google Fonts, to accelerate the font onboarding process with a small and
simple Python program. In 2017 as a Google staff project manager, Dave commissioned
Felipe Sanches and Lasse Fister to take it to the next level and rewrite it into a modern,
modular architecture.

As this command-line tool became suitable for both individual designers and large
font distributors, it has gained an active community of contributors from foundries
around the world. It checks font files at 3 levels: Standardised format specifications,
distributor requirements, and individuals’ custom checks.

Beginning in 2018, a new web dashboard front-end is being developed, that extends
its coverage from technical checks on font files to both procedural checks, for projects to
go from the type designer’s desk to distribution end points, and to visual checks, for pro-
jects to assess the quality of their typefaces —-not just their font data- in a systematically
thorough way.

LASSE FISTER is the lead developer of Metapolator, into type, creative thinking, programming and has a
ufo]S and Atem. At the moment he’s freelancing as a keen interest in using and making Free/Libre Open
font-engineer for various projects with Google; before Source Software.

that, he did a lot of full-stack web development. He’s
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IRENE VLACHOU, LAURENCE PENNEY
Greek fallback fonts for the web. A parametric approach

A common issue in multi-script typography is when a graphic identity, originally de-
signed only with Latin in mind, is later extended to cover other scripts; very often the
fonts lack the necessary characters. The problem is particularly acute on the web, where
texts in scripts unexpected by the web designers may need to be published. The two
obvious solutions, to switch typeface to one with a larger character set, or to commission
an expanded character set for the existing typeface, may not be practical.

With this problem in mind, and taking inspiration from David Berlow’s panametric
fonts, Irene Vlachou and Laurence Penney present their experimental system, focussed
on Greek characters in relation to a Latin font. Using a set of specially designed Greek
variable fonts, measurements are taken from a given Latin font and applied to the
variable fonts. This way, a synthetic Greek font is produced that precisely matches the
measurements — stem widths, cap height, x-height, and so on — of the Latin font. While
not intended as a substitute for custom Greek typefaces, the results are significantly
more pleasing than the typical alternatives — using system fonts such as Times or Arial.
The authors propose that the system could work well on the web, where the principle of

fallback fonts is well established.

IRENE VLACHOU is a typeface designer working
between Bristol and Athens. After trying life as an
artist and a violinist, Irene found her vocation. Her
terrible handwriting and horror of olives turned out
to be no obstacles for her becoming a type designer
specialisingin Greek.In 2004 she gained her Masters
in type design from the University of Reading and
since then she has been collaborating with many in-
ternational type foundries as a typeface designer and
as a Greek type advisor. She designs original custom
typefaces as well as extending typefaces to add the
Greek character set and is a senior designer and the
variable font obsessive at Type-Together.

LAURENCE PENNEY is a consultant in font technolo-
gy based in Bristol, UK. Focussed on dynamic font
technology, he first specialised in TrueType (writing
rasterizers, hinting fonts) and is now a consultant
experimenter and evangelist of variable fonts. He
also helped create MyFonts, the open platform sell-
ing fonts from all foundries, part of the team that
made it market leader by a wide margin. Laurence’s
Axis-Praxis website lets anyone play with variable
fonts and, by means of Axis-Praxis as well as his talks
& workshops, he hopes others will understand what
the excitement is all about.
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DAVID BREZINA

Character similarity and coherence in typeface design

Typeface designers aim to achieve a unifying coherence in their typefaces, so that char-
acters can be identified individually (e.g. as an ‘A’ or an ‘H’) as well as belonging together
giving rise to an overall style (e.g. as the letters ‘AHOJ’ from the typeface Arial). This
coherence is sometimes even considered a defining attribute of typefaces (Moxon, 1703;
Fournier, 1706; Bigelow, 1985).

The presentation will report on research into the visual similarity that underlies the
coherence in the design of individual typefaces. Rather than stating that letters ‘A’ and ‘H’
are somewhat similar, the research aimed to clarify which factors make these two char-
acter shapes look similar and to what extent each of these factors contributes to their
perceived similarity. This was studied in multiple different typefaces (fonts) intended for
continuous reading in Cyrillic, Devanagari, and Latin scripts. Participants in a series of
online studies were asked to identify the odd one out in character triplets. This method
provided refined details about participants’ similarity judgements in context.

The data from the studies were compared with a computational model that formally
represented character similarity within the typefaces studied. The objective was to de-
termine whether the similarity perceived by readers differs from the similarity modelled
on the basis of typeface design knowledge. The model was able to predict participants’
responses to the triplets from the studies as well as model responses for other, unseen
triplets. Additionally, the model was able to identify the criteria participants used and to
generate similarity matrices that are commonly used in other studies.

An account of coherence that is supported by readers’ perceptions can be used to as-
sist designers in their creative process, help with fonts’ quality assessments, and contrib-
ute to readability research and multi-script typography.

Bigelow, Charles. (1985). Principles of Type Design for the Personal Workstation. A privately circu-
lated keepsake prepared by Bigelow & Holmes for members of the ATypl Congress in Kiel (September,
1985).

Fournier, Pierre-Simon (1706). Manuel Typographique, Vol. 1. Paris.

Moxon, Joseph (1703). Mechanick Exercises : Or, the Doctrine of Handy-Works. D. Midwinter and T.
Leigh.

DavID BREZINA is a designer, writer, lecturer; and chief
type officer at Rosetta type foundry. He designed
typefaces for a diverse palette of the world’s scripts.
David holds a Master’s degree in computer science and
an MA in Typeface Design and PhD from the Univer-

sity of Reading, UK. His cross-disciplinary PhD thesis
studied visual similarity and coherence of characters
in typefaces for continuous reading in Latin, Cyrillic,
and Devanagari scripts.
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AKIEM HELMLING
96 =18

Dynamic Fonts (like for example OT 1.8) relate to traditional fonts, like the web does to
printed matter. Just like with the internet, it’s not the technologies themselves which
matters but above all the consequences they imply. Meanwhile we all noticed that HTML,
CSS & Javascript are not the web itself, but just technologies helping us to realize the
bigger underlying idea of Internet: the dynamification of information. The same applies
for OpenType 1.8. Just like HTLM, also the latest version of OT is not a new idea as such,
but a new technological standard embedded within an idea: the dynamification of the
written word. A highly delicate situation where language itself is becoming variable.
Where 96 is 18.

This lecture is complementary to the talk 18 = 96 which Underware was giving at
The Dynamic Font Day in Munich, November 2018. While the talk will cover the same
subject(s), it will be told in a different way, more focused on professional type-design-
ers. Both talks are functioning independently from each other. However together form a
synergy, and put the content into a bigger scope.

AKIEM HELMLING, 1971 born in Heidelberg, Germany. at the KABK Den Haag. Next to Underware he is also
1994-1998 study of Graphic Design at the Fachhoch- involved in the contemporary art center West Den Haag.
schule Mannheim. 1998/2000 postgraduate study Lives in Den Haag, the Netherlands.
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WALTER BOHATSCH
Typojis; a few more glyphes

Typojis

Einige A Few
neue More
Glyphs

Zeichen

The jungle of language is a place of many paths. If
we agree that there are considerable distinctions
between written and spoken language, then we also
know that the written word attempts to decode
within a temporal sequence what the spoken word
communicates instantaneously and without limita-
tions.

For in a live conversation between two or more
individuals, the elucidation of content takes place
not only by way of language itself, but also based
on various aspects of the speakers’ delivery. Let’s
suppose that from the very beginning, as we learned
to write, we’d been given a way in which to typo-
graphically mark our opinions, statements, and
messages with the kinds of additional meanings that
are conveyed instantly when speaking face to face.

If that had been the case, then dedicated symbols
for the semantic qualities that characterize our
communication -such as irony, optimism, seduction,
skepticism, authority, etc.- would be just as com-
monsensical and integral to the way we write as it is
to use exclamation points or quotation marks.

Accomplishing precisely this was the experiment I
chose a typographical challenge that led directly into
the world of glyphs. Just like, in our everyday spoken
exchanges, we ascertain very quickly -with neither
prior information nor after-the-fact explanations
pertaining to the elements in play- whether a state-
ment is to be interpreted optimistically or pessimis-
tically, as ironic or as authoritarian, etc., [ would like
to attempt to enrich the process of reading written
language by adding a new axis, comprised of typo-
graphic abstractions, that leads more directly to the
semantic meaning of a message.

WALTER BOHATSCH founded the Viennese visual de- for projects of various categories and dimensions in the
sign studio Bohatsch und Partner in 1983 following cultural and business fields. Now a freelance designer
a period spent working in Montreal (1973-78) and and artist, Walter Bohatsch works as a consultant and
postgraduate studies in graphic design and film at the on experimental projects in the field of perception and
Basel School of Design in Switzerland (1978-81). His typography.

studio’s work centers on developing visual solutions
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ARTEMIS YAGOU
Reading Erotokritos. The printed book as novelty, luxury, and inspiration

A young woman who seems immersed in reading a book: this is a detail of a remarkable
illustration by Jean-Baptiste Hilaire entitled “Ladies of the island of Tinos”, included in
the account by French diplomat and scholar Auguste de Choiseul-Gouffier of his 1776
travel published in Paris in 1782 under the title Voyage Pittoresque de la Gréce. We

can only speculate about the book: Could it be Erotokritos, the highly popular “erotic”
publication that was condemned by religious circles as “heretic” and whose use was
described as a “sin”? A copy of Erotokritos, the romantic poem written by Vitsentzos
Kornaros in Crete in the early 17th century and subsequently widely published and read,
is kept today at the Bavarian State Library in Munich. This copy (BSB-ID: 852361) was
published in Venice in 1804 by Panos Theodosiou, a Greek printer from loannina. The
edition is typical of late 18th and early 19th century publications in the Greek language
which were mostly produced outside Ottoman-ruled Southeastern Europe, for example
in Venice or Vienna.

The great bulk of Greek publishing consisted of books of religious content; there were
also numerous secular publications, such as grammars, accounting manuals, scientific
treatises, and novels. Typical ways in which they could be acquired were at regional fairs,
during travels, or ordered through a subscription-based system.

The presentation will analyse Erotokritos as a technological novelty, a popular luxury,
and a provocative inspiration, these being some of the attributes of the printed book in
Southeastern Europe in the long 18th century.

ARTEMIS YAGOU is an Athens-born historian of design (ca. 1840-1940)°, with funding from the German Re-
and technology, currently based in Munich, Germany, search Foundation (DFG) (2016-2021). Additionally,
where she is Research Associate at the Research In- she is preparing a monograph on aspects of luxury in
stitute for the History of Science and Technology of early modern Southeastern Europe. She has published
the Deutsches Museum. She is working on the project extensively, including Fragile Innovation: Episodes in
“How they Played: Children and Construction Toys Greek Design History (2011 in English/2015 in Greek).
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DIMITRIS PAPAZOGLOU, GEORGE TRIANTAFYLLAKOS, GEORGE MATTHIOPOULOS
The rebranding of the National Library of Greece

Established in 1832, the Na-
tional Library is the custodian
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of Greece’s cultural heritage

in written form - including

rare copies of Homeric texts,
1.200-year-old manuscripts,
maps, Byzantine era music, 19th
century Greek revolutionary
archives and the personal pa-
pers of poet Dionysios Solomos,
author of the Greek national
anthem.

In 2018, the library transi-
tioned into a new home within
the Stavros Niarchos Founda-
tion Cultural Center (SNFCC),
designed by the iconic architect
Renzo Piano. This transition
marked a turning point for the

library, which is experiencing
a transformation from a closed

collection of books into a vibrant cultural center, opening up a sincere dialogue with its
community of students, researchers and the general public, an intersection for people

EOvia) Bifhiotixn

s EhLadog @ National
Library of Greece
Bahhidvero — SNFCC &

l
Abva Athens
2018
= ey
EfBvia} BifhoBxn
g EAAadog @ National
Library of Greece
Balhidvelo — SNFCC &

i
Abhjva Athens

2018 -

to meet, learn and exchange ideas, thus redefining the
institution’s role in modern society.

“What is the future of libraries in an increasingly dig-
ital and globalised world?” This question was the center
point of our design process from its very beginning. We
concluded that apart from being a dynamic, inspiring,
vibrant and engaging place, a place which fosters crea-
tive thinking, reasoning and innovation, it’s crucial that
a library has to be a place of balance - plugged into the
zeitgeist of our time, understanding of past realities, and
acutely aware of the potential of the future.

Thus, our definition of the library describes it as a
liminal space; an institution that is constantly transi-
tioning between the old and the new, the past and the
future, the classic and the modern, the academic and the
popular the personal and the public, the national and the
global. This understanding directed our design process
for the rebranding of the National Library of Greece,
leading us to the construction of a dynamic, open and
inclusive visual language; one that can support its com-
munication needs in a holistic way, that understands,
embraces and strengthens its vision, while maintaining
and respects its core values.



Past — Future
Old — New
Personal
—Public
Academic — Daily

Classic — Modern
Protection
— Share
Analog — Digital
National —
Global

Library — Liminal Space

DIMITRIS PAPAZOGLOU is a multidisciplinary designer
and creative director based in Thessaloniki and Athens,
Greece. His work is described as conceptual, emotional,
innovative and always deliberate approach. During the
last two decades, he has worked for some of the most
renowned global brands and institutions including the
The New York Times, Tate Modern, Euroleague, Aris-
totle University of Thessaloniki, as well as other iconic
brands such as Nike, MoMA, Volvo Ocean Race, The
Beatles etc. As a milestone in his career (March 2016)
Dimitris Papazoglou was chosen by Nike to join their
Global Football Design department at the company’s
global headquarters in Portland, Oregon. A year later
he undertook the rebranding of the National Library of
Greece on the occasion of the institute’s transition into
its new home at Stavros Niarchos Foundation Cultural
Center (SNFCC), together with his partners George
D. Matthiopolulos, George Triantafyllakos and Axel
Peemoeller. Awarded with many international design
awards and industry recognitions Dimitris continues to
push the boundaries of strategic thinking and design.
GEORGE TRIANTAFYLLAKOS holds a PhD in Participatory
Design of Educational Software from the Computer
Science Department, Aristotle University of Thessa-
loniki, Greece. He received his BSc from the same de-
partment. He freelances as a web designer/developer
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and graphic/type designer. In September 2015 he
started the Atypical type foundry (atypical.gr). He has
designed typefaces for the Greek Font Society. In 2017
he participated in the team of designers who won the
competition for the design of the new visual identity
of the National Library of Greece (George D. Matthio-
poulos, Dimitris Papazoglou, George Triantafyllakos
and Axel Peemoller). He was also a member of the jury
committee of the Greek Graphic Design and Illustration
Awards (EBTE 2017).

GEORGIOS D. MATTHIOPOULOS teaches at the Depart-
ment of Graphic Design and Visual Communication,
University of West Attica. He is also type designer for
the Greek Font Society. He has authored and translat-
ed several books on typographic topics. He has also
designed many editions, art catalogues, and museum
exhibitions and contributed papers on Greek typogra-
phy in several national and international conferences.
His book design work was awarded the 1st prize (EVGE
2005) and he isa member of the designing team which
won the Gold Award for Typographic Excellence for the
new visual communication of the National Library of
Greece (EVGE 2018). He is also scientific and design
consultant for the preparation of the Museum of
Printing and Graphic Arts Technology of the loannina
University.
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ToNYA MEYRICK

Authenticating typography in cultural festival brand marks

According to the World Tourism Organization, tourism is one of the fastest growing
economic sectors in the world. In the 1950s there were 25 million international tour-
ists. This is expected to grow to 1.4 billion tourists in 2030 with 7.8 trillion (US) dollars
spent internationally on tourism related industries and infrastructure each year. Cultural
festivals are considered destination brands that have the potential to attract significant
tourist numbers. With substantial capital spent on the brand communication of cultural
festivals, there is a surprising lack of research addressing the pivotal role that typography
performs in cultural festivals brand marks. Due to this, industry practices exponentially
outweigh scholarly research with no controlled studies attempting to investigate this

area.

Systematically challenging this oversight, this paper argues that typography is an
essential, vibrant and nuanced element of cultural festival brand marks. Giving an
account of the manifest properties of typography in conjunction with the social and
culturally constructed characteristics embedded in its performance and use, I draw on a
3-year latitudinal study of cultural festival brand marks a decade and a half into the 21st
century. The influence on consumer perceptions of typography in this context are formed
via the consistent use of a specific font in a particular situation; direct interactions with
the perpetual qualities of the type and abstract connotations (Childers & Jass, 2002). The
authenticity of these properties culminate in either effective or ineffectual brand com-
munication for the cultural festival brand mark. Framed by non-traditional methods of
investigating typography within communication design research, a mixed methodology
involving content analysis, social research and expert analysis is engaged to identify the
pivotal role of typography in the brand marks of cultural festivals contributing to a prom-

ising understanding of the area.

ToNYA MEYRICK is an academic, creative practitioner
and communication designer. Her research focuses
on the intersection and boundaries of post-colonial
digital ecologies, place, typography and design.
She is a faculty member at Deakin University in
Melbourne, where she lectures on Communication
Design and Typography. Tonya is undertaking a PhD

atSwinburne University, here, sheisinvestigating the
neglected role of typography within contemporary
place making. As a communication designer, Tonya
has worked with a variety of local, national and
international brands and organizations. Tonya has
spoken internationally on typography, branding and
designin Australia, New Zealand, Kuwait and the UK.
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KATHERINE HEPWORTH

Unfiltered neon dream: Reno’s interconnected economic, sociopolitical, and
typographic legacies

Reno, Nevada, USA, has a rich graphic design and typographic history that reflects its
distinctive local economic and sociopolitical history, as epitomized by its neon signs
designed between 1931 to 1960. In the 1930s, Reno was bustling, fueled by the excesses
of modern American life: gambling, shopping, and showgirls. Wealthy, aspiring divorcés
flocked to Nevada for its liberal divorce laws and to while away their 30-day residency
in Nevada -a requirement for divorce in the state- in whatever ways diverted them the
most. Nevada’s equally liberal gambling laws also attracted throngs of risk-takers to the
formerly sleepy frontier town. Divorce and gambling tourism brought boom times to
Reno, fueling a thriving local luxury goods consumer market, hospitality and law indus-
tries. In contrast, the rest of the United States was deeply socially conservative, with ra-
cial segregation being the norm and prohibition against selling alcohol still a Federal law
up until 1933. The nation was also still suffering from the 1929 Wall Street stock market
crash, with 25% unemployment rates and consequent social upheaval.

Reno’s isolated prosperity gave rise to an explosion of promotional and signage
experimentation featuring extravagant graphic design and typographic innovation with a
distinctively American western modernist feel. Neon signs from this period pair quintes-
sentially modern typographic forms with letterforms from local hand-lettering tradi-
tions, and symbolic abstraction with detailed depictions of western folklore and natural
landmarks. Using Reno’s mid-century neon signs as an entry point, this presentation
explores how local typographic and graphic design practices reflected complex economic
and sociopolitical realities. By situating typographic practices within broader social phe-
nomena such as economic depression, segregation, and tourism it demonstrates how the
development of aesthetic styles and professional practices is inextricably tied to econom-
ic and political contexts.

KATHERINE HEPWORTH is a graphic design practi- a graphic designer, focusing on information design
tioner-researcher, currently employed as the Assis- and user experience for books and websites. Her
tant Professor of Visual Journalism at The Reynolds current research interests are the relationship be-
School of Journalism, University of Nevada Reno. tween visual communication and power, and visual
She has over ten years professional experience as communication effectiveness in higher education.
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SHALINI SAHOO

Going beyond the visual — an inclusive communication design method for
transit spaces

The paradigm shift which Newtonian science brought in was marked by speed, efficiency,
precision and reduction of the living world to numbers and mechanical processes. The
deterministic understanding of the earth and her functions reduced reality only to

what can be observed. The zeitgeist of this shift reflected in the way we constructed

our urban spaces, designed for the quickest of our senses i.e. sight. Our urban spaces

are ocularcentric to the disadvantage of all the other senses. This paper discusses

the potentials in looking beyond the established method of visual communication for
informing transit spaces. It deals with the question of materiality and how these in
constructed spaces in flow inform and therefore sub-consciously influence commuter
behaviour? This enquiry probes into the domain of material semantics and into the area
of embodied cognitive reactions to selected sensorial impulses / inputs. In this context
material is everything we perceive via our sensory apparatus, materiality is the quality of
this perceived material. Informing shared spaces with aids beyond the visual creates an
inclusive environment where information is made available to perception via the aural,
tactile and the olfactory encounters. This presentation discusses the holistic intervention
of informing transit spaces intuitively with materials done with and for Hochbahn
Hamburg A.G. for the planned U5 metro line.

SHALINI SAHOO is a practitioner and researcher in within transit spaces. She is the recipient of the Ford
design. Since over adecade sheis conversingbetween Foundation scholarship, Heinrich Boll Stipendium
the craft-culture in the Indian sub-continentand the andthe London Doctoral Consortium award. Her de-
design scenario at the German automobile industry. sign work was last exhibited at the Hockney Gallery,
Taking offfrom here sheisresearchingsince 2016 ata London Design Festival 2018.

PhD level the interaction between human & material
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Challenging designed paths: The past (but still present) visual representation
of ‘other’ upon America’s commercial corridors

The combination of word and image has immense power to represent, misrepresent
and appropriate cultural difference. When placed in an environment where a majority
cultural representation exists, this propagates and then establishes cultural difference,
entrenching accepted symbols and normalising depictions of cultural stereotypes in the

everyday visual landscape.

Through the production of one-off examples in the non-franchise signage of the com-
mercial environment, such representations become established and accepted due to the
permanency of their form, their adoption by others and their repetition as an acceptable

cultural image.

This paper examines the author’s photographic documentation of historical examples
from the independent commercial enterprises of America’s commercial corridors. Using
these examples, the author examines how migrant and indigenous cultures have been
and still are visually represented within the everyday landscape of America and how this
maintains the sense of ‘other’. With a focus upon Native American (Native Indian/First
Nation), Chinese, Mexican and European cultures, the paper explores examples of early
to mid 20th century commercial American signage. It examines how patterns of cultural
representation have been created and perpetuated. The use of such obvious visual forms
to establish or appropriate a particular cultural identity has established patterns of
visual representation of ‘other’ that evolved into stereotypical cultural branding across

the commercial main street of America.

LOUISE MCWHINNIE is the inaugural Dean of the Fac-
ulty of Transdisciplinary Innovation at The University
of Technology Sydney in Australia. Over the lastthree
decades she has lived and worked as a designer and
academic in three continents (Australia, Asia and
Europe), and in the last decade her research has
been conducted within a fourth (America). Louise
has taught, lectured and supervised at under-grad-
uate and post-graduate levels across a broad range
of visual communication, with her specialist area

being typography. Her research interests reside
within the areas of transdisciplinary innovation,
design education, cultural and linguistic diversity
within visual communication and educational prac-
tice and typography, with a particular focus upon
vernacular type. Louise has written articles for The
Conversation, and has undertaken print, radio and TV
interviews, as well as presentations and keynotes, in
Australia and overseas.
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PETRA CERNE OVEN, BARBARA PREDAN
Challenging design with death

Death in Design was a research project, a roller coaster of challenges. It made us confront
our own mortality, to reflect on our perception of death and it also posed an interesting
question: what has design to do with it? Our goal was to test clichés, phrases, responses
and perceptions of death.

After the first research-gathered insights we designed a methodology for the second
phase of the project. We carried out seven workshops and four lectures in Austria,
Bosnia and Herzegovina, Croatia and Slovenia. These events generated a series of diverse
responses: from the initial discomfort towards the theme of the workshop, to the sudden
happiness, conversations about fears, different levels of empathy, as well as humour
where all other responses failed.

We focused on six themes: would the world be better without death, how we perceive
death, how we visualise it, how we interpret it, how to survive death and how it is
possible to kill death. We gave participants exact briefs and selected tools and mediums
(writing, drawing, collage, photography, video, role play) in advance for each of the tasks.
The results produced and our personal experiences with participants at the workshops
were analysed, measured and interpreted. We presented the results in an exhibition and
a publication which can scare or entertain us, make us remember, invite us to think, and

also challenge our perception of death and our role in the world.

Our research focuses on a ubiquitous topic which every human being, (professional
designer or not) must sooner or later consider. We believe that through projects like this,
we can actively challenge design paths and at the same time they can shows us how to
seriously (re)consider design potentiality in and for our society.

PETRA CERNE OVEN is a designer, associate professor at
the Academy of Fine Arts and Design, theoretician and
author with a special interest in typography, informa-
tion design and visual communication design. She com-
pleted her PhD at the Department of Typography and
Graphic Communication at the University of Reading
(UK). She is a member of the supervisory board of the
Brumen Foundation, active in the Pekinpah Association,
and cofounder of Institute of Design. She is a national
delegate for ATypl and a mentor at the Alphabettes.
Since 2010, she has been coediting Zbirka 42, a series
of books on design theory with Barbara Predan.

BARBARA PREDAN is an assistant professor;, theoretician,
lecturer, and author. She is also a cofounder and leader
of the department of design theory at the Pekinpah
Association, and the director of the Institute of Design,
an academic research organisation. She has published
several professional and scholarly articles and is the
author or coauthor of four books, has edited ten books
and curated eight exhibitions. She teaches at the Acad-
emy of Fine Arts and Design and regularly lectures at
international academic and professional conferences.
With Petra Cerne Oven she leads a number of work-
shops in the field of design.
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LiucHUAN WANG

How to use visual language to effectively influence people’s social concepts
Based on: how to use visual means to enhance fertility willingness of people from “one-
child family”

The design language can make a huge contribution

to the change of the existed social concept. However,
many other members of society, such as government
policy makers, they pay enough attention to the power
of design language, yet their use of visual language
propaganda has been difficult to meet the public’s
psychological expectations. The Chinese government
issued a second child policy to ensure sustainable
development. However, during the promotion of the
policy, it has encountered various difficulties including
the existed social concept, which is one child per fam-
ily. Hence, this project reveals how to use the design
language to help the second child policy implementa-
tion in China as an example to demonstrate the impact
of the design language on the social sector.

This project first identified the parents from one
child families and their child as the target audience
of visual language affecting on this specific social
concepts. By conducting an interview with that type
of childbearing age group, [ found that traditional
appealing government propaganda is difficult to effec-
tively resonate with them. Even the actual welfare and
economic assistance from the government is difficult
to improve their personal fertility willingness. The
reason is that they lack the experience of living in a
family with multiple children. Hence, we use this as
the entry point designed a family picture book to give
these people without a sibling and their child an early
understanding of what life will look like for having
more than one child. I believe this would help the
second child policy implementation and change the
existed social concept.

To achieve this, currently, I aimed at a multi-audience group in the family by starting
with an illustration book. But I will maintain an open mind on the form of visual com-
munication. In order to dispel the myth of the resistance to having the second child and
affect the social sector; in the future, I will continue the project on the impact of design
language on the social concept by looking into the implementation of the second child

policy.

LiucHUAN WANG is currently working as a Graduate Bachelor’s degree in visual communication from the
Teaching Assistant at the University for the Creative China Central Academy of Fine Arts. Her research
Arts. Her design practice revolves around graphic interestsfocusonhow to use visuallanguage to influ-
design, illustration and game design. Liuchuan has ence and change people’s social concepts. She is pre-
a Master’s degree in graphic design from UCA and a paring to conduct her doctoral research in this field.
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MICHAIL SEMOGLOU, STELIOS ZYGOURIS, MINGHAO CAO
Chinese square dancing: a new design approach for a traditional activity

Chinese square dancing stands at the intersection between the physical, social and cogni-
tive domains. From a brain health perspective, dancing is unique as it combines physical
activity with cognitive and emotional stimulation. It is unique in its combination of these
three domains and therefore it has been proven to be an effective cognitive rehabilitation
method with positive effects against neurodegeneration. Chinese square dancing can be
especially beneficial for Chinese older adults as it is not only culturally relevant to them
but it also allows them to socialize and be active in public spaces thus keeping them

socially engaged and negating the effects of ageism and isolation.

We embarked in an effort to quantify the characteristics of Chinese square dancing
and the older adults participating in it. Participants in this activity tend to be mainly over
65 years old with an equal mix of male and female participants and average education.
The activity lasts 60-90 minutes, is coordinated mainly by volunteers and is regarded
positively by participants and their families. The main benefits experienced by partici-

pants are exercise and socialization.

Based on the quantification of the characteristics of Chinese square dancing we
propose a holistic design approach that includes branding, promotion and educational
material in both print and electronic format. Our overall aim is to promote a form of
Chinese square dancing that allows participants to move casually, is easy to learn and can
be implemented without the need for complicated technology.

STELIOS ZYGOURIS is a research psychologist spe-
cializing in computerized cognitive testing and the
use of serious games for the detection of pre-clinical
cognitive decline in older adults. Heisa PhD candidate
atajointprogram ofthe AUTH and the Network Aging
Research (NAR) of the University of Heidelberg and
he receives a scholarship for his PhD studies from
the Robert Bosch Foundation. He is a Senior Atlantic

Fellow for Equity in Brain Health at the Global Brain
Health Institute (GBHI). He maintains ongoing col-
laboration with the Greek Association of Alzheimer’s
Disease and Related Disorders (GAADRD), the Center
for Research and Technology Hellas - Information
Technologies Institute (CERTH-ITI) and the Univer-
sity of California, San Francisco (UCSF).
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The connection of visual design of board games and customers’

purchasing desire

This study aims to address the importance of the visual design of a board game. The
approach to this study was conducted through interview and questionnaires. First, the
experts in the board game industry in Taiwan were invited to establish a board game
design process, more specifically, how board game editors, visual designers and visual
editors communicate with each other to complete a game.

According to the interview of board game designers, visual design is an important
factor to achieve the success of sales. During the design process, the mechanism was cre-
ated by the game editor. The characters, board map, colour plan, and tokens were drawn
by the visual designer; those visual objects were applied to the box, regulation manual,

and board map by the visual editor.

However, a visual designer might not be good at understanding the spirit of a board
game. The inefficient communication takes a long time during design process between
the game editor and the visual designer. This study establishes a better communication
method for board game editors and visual designers which has been tested in several

projects.

The examples of layout and colour plan are necessary elements for visual designers
to have a better understanding of the spirit of a board game. The board game editor
could be satisfied the main visual design in less than five times communication. More-
over, through the questionnaire, younger players are attracted to a large size area of

colour.

The objects such as tokens and dolls are easy to provoke young players’ desire to have
the board game. The questionnaires were conducted in several classes in elementary
schools in Taipei. The same questionnaire will be utilised for adults to find the impact of
age and gender for visual design preference of board game boxes and purchasing desire.

WEN-CHIA WANG is an Assistant Professor at the
Department of Media Design at Tatung University
in Taiwan. She has a PhD from the College of Engi-
neering and Design at Brunel University, UK. Her
research interests include user experience, visual
design, interface design and cognitive style. Moreover,
she applies user experience knowledge to design

education; the purpose is to improve students’ five
senses to understand users more. As board games
attract now people’s attention, her interests focus to
the establishment of connections between players’
perceived playfulness and the visual design of board
game package and accessories.
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ETEOKLIS PAPANASTASIOU
The art of productivity in digital advertising

[ will share with the audience my thoughts on what makes a successful advertisement
and explain why in my view most of the advertising agencies are wasting money and
time - for no reason. We spend our time in meetings (waiting for approvals) focusing

on actions that will get the work done instead focusing on tasks that will create better
results. We underestimate our opinions and our knowledge, because we take an overload
of projects, and we are worried about missing the deadline. Additionally, there are always
those people who belong to the “perfectionist community”. These are the people who are
waiting for the best idea. As a result, they are creating more delays in the process.

The point I want to make is that we need to focus on communicating a desirable
message without waiting for the perfect moment. Through challenges, faced throughout
the years in practice -working with different brands and generally within the industry- I
have managed to always focus on the right thing making always fast decisions without
worrying too much whether that is the best idea or not.

ETEOKLIS PAPANASTASIOU helps brands grow online. perspectivesin order to create memorable advertising
After a successful career in working for advertising campaigns! During the last three years, he was
agencies in Greece and Cyprus, he decided to continue responsible for developing the digital communication
independently with the aim to help small companies strategy for more than 15 brands. He created more
grow. Eteoklis’ philosophy is based on his ability than 900 successful six-second bumper ads with just
to connect the dots between design and marketing a laptop and one camera!
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EVANTHIA TSELIKA
Commoning practices: Art, design, technology and maker cultures

This paper proposes a reading of how community focused social arts and design practic-
es relate to ideas of the commons, digital and physical realities and the politics of making.
It arises from a project being implemented in Greece, Albania and Cyprus which involves
the development of makerspaces -one in each country- that work together with local
communities. The project operates on the proposition of the ‘design global - manufac-
ture local’ model which introduces innovative organisational patterns allowing for a pro-
cess of communities engaging in do-it-yourself (DIY) activities through access to digital
fabrication tools in the form of community centred makerspaces. In Cyprus, the project’s
worKk is being carried out by the University of Nicosia Research Centre in collaboration
with the Municipality of Lakatamia/hack66 and focuses on social art practices exploring
the melding of free and open technology, art and design.

Drawing from the research and activities of the project this paper focuses on how we
understand community and social art and design practices and how the arts are related
to the idea of the commons. Considering how contemporary art and design practices
involve communities the influence and changes brought on by the evolution of human
communication and production processes because of the advances of digital technologies
becomes evident.

These threads will be interwoven in order to allow for reflection as to the ways
we can think, design and disseminate globally but be committed to acting locally. The
increasing debates around makerspace culture and the politics of making will be read in
relation to the developments of contemporary social art and design practices. Ideas pro-
posed by the Free Software movement, the discussion around the commons in times of
digital realisms and bottom-up collaborative structures allow us to unpick how we think
of commoning practices in relation to global art and design thinking and local production
communalities.

Davies, Sarah R. (2017). Hackerspaces: Making the Maker Movement. Polity Press: Oxford.

Federici, Silvia (2018). Re-enchanting the World Feminism and the Politics of the Commons (kairos).
PM Press: Oakland.

Kester, Grant (2011). The One and the Many: Contemporary Collaborative Art in a Global Context.
Duke University Press: USA.
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EVANTHIA TSELIKAis avisual artsresearcher/writer,
producer and educator and Assistant Professor at
the University of Nicosia. Her practice led research
is focused on urban context, conflict transformation,
community processes and socially engaged art prac-
tices. She develops and researches participatory art
practices within the context of segregated cities and
has worked, exhibited and collaborated with various
artcentres and museums locally and internationally.

She is involved in co-producing socially engaged art
projects and research, such as the Interreg Balkan
Med funded programme Phygital (Greece, Albania,
Cyprus, 2017-2019) or the European Cultural Foun-
dation Shaping Common paths (2017-2018).In 2019
a collective volume publication she is co-editing on
contemporary art and Cyprus is due to be published
by Bloomsbury.
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NACE PUSNIK, ANJA PODLESEK, KLEMENTINA MOZINA
Perception of typography and colour influenced by screen size

The purpose of the study was to determine which typefaces, letter cases, positions and
colour combinations are processed the fastest when they are briefly displayed in a cen-
tral part of the screen.

The set of typefaces which are commonly used in modern media has extremely
expanded in the period of digitalisation. It should be stressed out that all typefaces are
not suitable to be presented on the screen in a limited time interval since their design
features do not contribute to the fast processing of inscriptions.

The results were gained with the help of three experiments. In each experiment, it
was examined how the typeface, letter case, position of the inscription and colour combi-
nation affect the speed of processing the verbal information.

The first experiment was performed on a larger, and the second and third on a small-
er central part of the screen. In order to limit the complexity of information, the inscrip-
tions consisted of generally known three-letter words taken from the Slovenian language
dictionary. To measure the effect of the variables, the threshold to recognize words in
different experimental conditions was measured (i.e., the minimum time of word pres-
entation needed for the correct recall).

Typefaces, position of the stimulus, letter case and colour combination affect the
speed of information processing. Individual typefaces showed good or poor performance
in all experiments, regardless of the size of the central part of the screen. The position of
titles proved as important, while when presented in top positions, faster processing was
noticed.

It turned out that for the displaying of short inscriptions, upper-case letters are more
suitable. The use of colours affects the speed of information processing at different sizes
of the central part of the screen. Those findings may help in the planning of the optimal
on-screen presentation of short word information.

NACE PuSNIK is Assistant Professor and aresearcher at His research work employs eye tracking technology;
the Department of Textiles, Graphic Arts and Design, performing studies that cover the area of subconscious
where he teaches Integration of Design & Technology, decisions of users for different products, mainly dis-
Creative Typography, Information Design and Typeface covering their usability. He also works on typography
Design. In 2016 Nace defended his PhD thesis on the and design related projects and cooperates towards the
use of typography in connection with colour combi- preparation of projects and exhibitions.

nations in different aspects of communication design.
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ALEXIOS ZAVRAS
Preserving the digital infrastructure of visual communication

Software has become the fabric that binds our professional, personal and social lives. For
a while now, visual and typographic communication is mainly created on digital format:
the creators use software on digital computers to produce digital content. Even assets
like typefaces are currently almost exclusively implemented in digital form, as software.
Our ability to design, use, understand, adapt, and evolve products and systems relies on
our ability to understand, adapt, and evolve the software that controls and generates
them.

And yet, we have not been taking good care of this precious form of knowledge.

Digital content like desktop publishing programs and typefaces are spread around a
variety of platforms and infrastructures that are used to develop and/or distribute them,
and projects often migrate from one to another: there is no universal catalog that tracks
it all. Digital copies of software versions can be deleted, corrupted, or misplaced. What's
even more worrying, we have seen major repositories shut down, endangering hundreds
of publicly available assets at once.

A number of computer scientists and professionals consider it their duty, responsibil-
ity, and privilege to build a shared infrastructure that answers these needs. Not just for
the technical and scientific community, but for society as a whole.

The talk will present the challenges raised by the three main goals of collecting,
preserving, and sharing the digital infrastructure of the visual communication domain,
which is one of the main expression of our civilization.
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ALEX10S ZAVRAS, PhD, has more than 35 years ex- international conferences. He is currently living and

perience in Free and Open Source software. He is a working in Munich and on the Internet.
regular speaker on software and content licensing in
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IRMA PUSKAREVIC
The rhetoric of typefaces for the new visual age

In the new visual age, led by continuous technological advancements, typography has
emerged as the key feature of the visual language semantics. Its technological, functional
and aesthetic concepts have enabled empirical and practical explorations of typeface
design effects. For such explorative episodes, the functional and the semantic properties
of typefaces had to be taken into account, as well as the increased possibilities of these
properties due to the digitalization of lettering and type.

The issue being addressed by the current presentation concerns the semantic proper-
ties of typeface design which are often presented through the complexity of the form.
Numerous research studies explore the semantics of typefaces in relation to the visual
rhetoric in advertising. Such practice can be justified with the core principles of the rhet-
oric which defines the rhetoric as the creative form of expression whose aim is to amplify
the argumentative power of the message. The field of advertising has proven the most
convenient for the exploration of the visual rhetoric i.e., the effectiveness of typography
because, as Barthes puts it, “in advertising the signification of the image is undoubtedly
intentional... these signifieds have to be transmitted as clearly as possible”. Even though
Barthes referred to the advertised image as a whole, the visual communication in the
new visual age puts the focus on the rhetoric of typography as well.

Since it has been acknowledged that the rhetoric of typefaces, but also the rheto-
ric of an image, has an effect on information processing, we can start to inquire about
the scope of the effectiveness of semantically charged i.e., complex typefaces and the
effectiveness of their relationship with an image in the context of advertising. Namely, a
method for characterizing the effectiveness of typefaces in relation to images based on
their forms’ complexity would be of practical importance. Due to such findings of the
initial theoretical and practical excerpts, a doctoral enquiry was initiated with the aim
to propose a framework for typeface effectiveness in print advertisements. The model
for eye fixations on advertisements proposed by Wedel and Pieters, the model of the
common letter skeleton by Frutiger, descriptive classification of type forms by Dixon,
and implications for legibility of embellished typefaces by Beier et al served as the key
concerns along the enquire. The outcome of the enquire was the framework that intro-
duces the foundations for building an online application for estimating the effectiveness
of typefaces in relation to images for print advertisements.

IRMA PUSKAREVIC is a graphic designer and teaching
assistant. She took her Master’s and Doctoral degrees
from the University of Novi Sad, Faculty of Technical
Sciences, Department of Graphic Engineering and
Design. She is currently a teaching assistant at the De-
partment of Graphic Engineering and Design covering
the subjects of graphic design, graphic communication
and typography. Her academic research is directed

toward the effectiveness of typography and visual
rhetoricin advertising images. Her main interest is the
argumentative power of typography. She is a coauthor
of a supplementary textbook Typeface and Typography
Practicum. She is a member of the Association of Artists
of Applied Arts and Designers of Vojvodina (UPIDIV - a
representative association in the culture of Vojvodina).
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Breaking assumptions in design education: Reflections on teaching information

design to non-designers

BOTH NON-DESIGN STUDENTS & THE INFORMATION DESIGN TEACHER
BENEFIT FROM THIS LEARNING EXPERIENCE

7th ICTVC 2019

TOP CHALLENGES

. 1. Determine when to stop
thinking and start working

2. Understand connection
between people’s needs

and design decisions

3. Externalize ideas into
sketches or visuals on

NON-DESIGN paper for feedback
STUDENT
‘ 1. Depeen understanding
of cognitive activities

2. Find ways to help students

with no design or art
background to learn
by doing

3. Show the need for

INFORMATION - jterations and feedback

DESIGN
TEACHER

""""" SENSEMAKING & COGNITIVE SCIENCE | DESIGN | MINDSET & THE WORK )

Key topics taught in the course

. 1. More comfortable showing
work in progress

2. More aesthetic sensibility
to distinguish effective from
ineffective information
design and understand why

3. More awareness to

NON-DESIGN communicate visually
STUDENT
. 1. Better awareness of why we
make design decisions

2. Better understanding of how
to support cognitive
processes with design

3. Clearer understanding of
what an information design

INFORMATION i i
DESIGN mindset involves

TEACHER

Visual communication and design instruction was once the sole domain of art and design
schools. Lately, growing interest in design, fueled by technology and business trends, has
expanded the teaching of these skills beyond design schools. In response to these forces,

Princeton University (US), a private Ivy League institution best known for programs

in the humanities, social sciences, natural sciences, and engineering, has been offering
design courses for the last five years.

To expand the design curriculum, in 2017, I developed Design for Understanding

(EGR381), an elective course in the School of Engineering open to all students, taught in
the spring during a twelve-week semester. This introductory information design course
combines fundamental design principles with the basics of cognitive science. The class is
taught within a studio environment with mini-lectures, hands-on exercises, group discus-
sions and weekly readings to help students gain familiarity with key design concepts,
principles and theories. To develop design mindset and practice sensemaking, students
work without digital tools for the first five weeks and keep a visual journal throughout
the semester where they analyze and redesign examples from the real world. Exercises

and projects, such as the creation of visual explanations, booklets and presentations,

expose students to the realities of design work. While I put together the project briefs
and decide design constraints (format, tools, timeframe), I let students choose the topics
they want to work with which include quantum computing, fertility, caffeine consump-
tion, chlorination, what to do after graduation and how batteries work. In the process of
learning how to make sense of a topic and make it more accessible to others, students
discover new ways of thinking, solving problems, and creating effective design solutions.
Non-designers are a very distinct crowd from novice design students. Non-design
students have a different sensibility, ask different types of questions, look at information
design from a different lens, and struggle with different parts of the process. They focus
more on the reasoning and thinking, and understanding the why behind the work, rather
than on learning the how of tools and technology. While some questions they pose are a
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genuine reflection of design inexperience, others touch upon core aspects of information
design practice that need more attention. Overall, this teaching experience has presented
new challenges from the ones I have encountered previously in design schools, but has
also been illuminating: students developed information design awareness, and | became
a better-equipped educator and practitioner.

Based on three cohorts of students’ reported experiences, weekly journal entries,
course evaluations, and class discussions, this talk will re-examine assumptions about
design education and present key takeaways for information design education and
practice. I will showcase students’ work to discuss key areas that could be improved with
deeper reflection, better understanding of the information design process, and basic

knowledge in cognitive science.

SHEILA PONTIS is an information design researcher,
educator and practitioner working in the intersec-
tion of design research and information design. Her
research focuses on understanding people and cre-
ating solutions to address their needs. She received
a PhD in Information Design from University of the
Arts London, and specialized on sensemaking and

visualization at University College London. She has ex-
tensive experience in higher education having taught
in Argentina, Spain, the UK and the US. Currently, she
is a faculty member at Princeton University where
she teaches information design and design thinking,
and is a partner at Sense Information Design, a New
York-area design consultancy.
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MARIA SMITH BOHANNON
In restless aesthetic pursuit: Recontextualizing typography

A study of expressive, creative, and non-traditional
forms of typography, and their application in design
using both analog and digital methods.

Good, solid typography skills are critical for stu-
dents, and for practicing designers. How to choose
type, how to kern, align, space, identify - all of those
skills are essential and expected, but is there some-
thing to be gained by typographic expression? Once
the typographic skills are honed, what'’s next? Does
an expressive, lyrical, more intuitive approach to
letterforms, words, and phrases have personal value,
purpose and application today? Perhaps another
consideration is how typographic play can inspire
creative growth.

This idea of design play has fueled an ongoing
personal project that explores portions of Edgar
Allen Poe’s The Oval Portrait through a series of
typographic layouts; some traditional and some
that push design process as well as the boundaries
of readability. The experiments are meant to be
continuous, never really having a beginning or an
ending, and can be modified at any time. One of the
propelling goals of this project was to find new ways
to make typography through physical slicing, cutting,
rearranging, stabbing, altering and generally modi-
fying portions of the text, whether it was particular
key phrases or the introductory sentence.

Psychologist Robert Bjork’s idea of creating
desirable difficulties -more difficult tasks will slow
down the learning process, but create better reten-
tion of the information- can be applied here. These
deconstructed typographic experiments are much
more difficult to process, not a quick read, yet there
is intrigue in trying to process the message. Perhaps
because of the decrease in readability, the viewing
experience might be better retained and remem-
bered.

These design investigations also revolve around structured and imaginative play
with type. Designer Simon Johnston states “If we only ever design with computers, we
limit our range of possibilities.” Physically manipulating pieces of paper was the impetus
of this project; taking risks to create different interpretations of type through analog
methods, without really having a definitive end goal. Yielding new forms of type through
imaginative and creative play IS the goal.

Some of the process for the Poe project includes designing layouts with grids that
utilize clean, functional type and layout that provides the reader with easy readability.
Conversely, the layouts that use typography that has been cut, woven, altered, spliced, or
modified through physical means offers a different reader experience. Additional exam-
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ples of interpretive typographic studies include student work based on routes and maps.
These examples explore typographic methodologies that follow traditional application
of type, as well as designs that break rules, push creative norms, practice self-directed
expression, and create personally motivated designs, with the simple goal of discovery
and creative expression. The Poe project in particular offers processes and methods as

a possible tool for recontextualizing type. These typographic experiments didn’t set out
to prove anything, but instead function as a means of creative discovery for personal
growth.
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MARIA SMITH BOHANNON is a graphic designer based in experiments with typography, and makes collages. She
the US. In addition to client driven work, she designs is currently an Assistant Professor of Graphic Design
Euclidean Geometry based laser etchings and prints, at Oakland University.
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EwA SATALECKA, KATERINA ANTONAKI

Migrating design education. The importance of the diverse spaces
of communication

To teach Communication Design you need to communicate. Between tutor and student
as well as between tutor and tutor. It seems to be important not to lose non-academics in
the conversation, as Elizabeth Resnick proved by her collection of good practices. [Victor
Margolin (2016), Graphic design education and the challenge of social transformation

in Elizabeth Resnick Developing Citizen Designers, (14-15), Bloomsbury; Teal Triggs
(2016), Collaborative learning: the social in social design in Elizabeth Resnick Develop-
ing Citizen Designers, (140-141), Bloomsbury]

To teach design, one has to design a program by means of design tools:

- ideology: think;

- sketches: make;

- prototyping: test;
and break to return again

- think: analyze;

- make: correct;

- test: implement
and again...

[Martin Tomitsch, Cara Wrigley (2018), Design. Think. Make. Break. Repeat, (10-14); BIS
Publishers, Amsterdam]; [Steven Heller & Lita Talarico (2009), Design School, (6-12);
Rockport Publishers, Beverly]

To learn if the prototype works well, one needs to test and evaluate it. In the case of
teaching, the cycle requires a long-term observation and should include a career de-
velopment strategy [Karel van der Waarde (2012) Graphic Design and Research, Love
from First Sight or an Arrange Marriage?, (193-207); Research in Graphic by Warsztat-
GraficznyEwaSatalecka - issuu; Karel van der Waarde (2012); Communication Design
Education: Could Nine Reflections be Sufficient?, (20-35) “Envisioning a Future Design
Education”, Visible Language 46.1/2, RISD]

Programs on communication design should be designed by and for multicultural/
cross-cultural international and interdisciplinary groups of teachers and students and
tested with representatives of non-academic communities and stakeholders.
[EwaSatalecka, (2016), Belfer, komu, komu? Bo ide do domu (65-69); 2+3D magazine,
Krakow; Ewa Satalecka (2018), Independent and Integrated (30-35) in E. Satalecka, M.
Itkonen, 100xIndependence, PJAIT, Warsaw]

This became possible after 1989. Earlier, in 1987, Erasmus+ was released. Although
the end of 20th century did not bring visible changes, the progress in exchange has been
increasingly apparent. The Polish Erasmus office declares that in the years 1998-2014
there were 155092 Polish students studying abroad [Statystyki | Erasmus] ~ 10000
per year; at the same time, Polish higher schools hosted 68089 foreign students ~ 5000
per year; There were 34182 Polish teachers traveling to teach abroad ~ 2000 per year;
20426 foreigners teaching in Poland ~ 1300 per year; 13182 Polish educators studied
abroad and 3154 foreign educators studied in Poland.

One may observe that ‘the abroad’ is still more attractive for Polish people than Po-
land is for foreigners. Between 1988 and 2014 Polish students visited 32 countries; the
three most popular are:

Germany (over 30000),

Spain (around 20000),

France (slightly over 15000).
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The paper deliberates qualitative outcomes of research examining experience of
teachers involved in the international program on multimedia communication design,
established in the Polish-Japanese Academy of Information Technologies in 2012/2013.
The 6-semester BA program based on the cycle of 10 weeks of regular classes and 4
weeks of international workshops conducted by Erasmus+ and also discusses the long

term international collaborative projects.

EwaA SATALECKA, PostD FA, is Head of the New Media
ArtDeptofthe Polish-Japanese Academy of Informa-
tion Technologies in Warsaw, leader of the English
Language program, and the scientific director of the
international, interdisciplinary projects. She organiz-
esinternational design workshops, conferences, and
exhibitions on typography and information design.
Together with Marjatta Itkonen she established the
Social Design Course, as a regular subject of the
program. Her artwork includes kinetic typography
installations presented at the “Liquid Page” in Brit-
ain’s Tate (2008) and as a part of “Moving Type” in the
Gutenberg Museum, Mainz (2011). Gyubal Wahazar
prized TDC Certificate of Excellence 2018.

KATERINA ANTONAKI MA FA, Creative Director of

Technopolis city of Athens, visiting lecturer at UNI-
WA, Department of Graphic Design. Her work ranges
from visual identity, editorial design and spatial de-
sign.Sheisinvolved in education and urbanresearch
projects and she is scientific member of international
interdisciplinary projects. Her interests include, the
activist role of graphic design at the social and polit-
ical level, disruptive actions in public space, design
methodologies. She has studied in London, Helsinki
and Athens; holds an “MA in Design Critical Theory
and Practice” from Goldsmiths University of London.
She is an IKY scholar. Her design practice has been
awarded and her research has been presented in
international conferences and exhibitions.
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Challenging legibility: do harder to read typefaces create a ‘desirable difficulty’?

In 2011, two studies conducted by Diemand-Yauman, Oppenheimer and Vaughan report-
ed that fonts which are harder to read improve learning. These findings attracted rather
a lot of attention, including articles in the popular press, perhaps because they seem to
contradict common sense. More importantly, they appear to question a core principle of
typography: making texts legible. The explanation for greater difficulty in reading leading
to enhanced learning is based on the concept of disfluency which refers to our metacog-
nitive experience of ease or difficulty. In this context, our awareness of the difficulty of
reading less legible fonts apparently makes us put more effort into the task, processing

the text more thoroughly.

Fortunately, some sensible questions were raised by colleagues with design knowl-
edge. My own response was also not to trust the results and search for a flaw in the
design of the studies to undermine their validity. Now some 7 or 8 years later, there have
been many attempts by cognitive psychologists to replicate the results (many unsuccess-
ful) and to probe the conditions which might affect the results (e.g. characteristics of the
learner; task difficulty; degree of ‘illegibility’). One fairly recent response from a typog-
rapher and typeface designer has been to ‘scientifically design’ a font to help students

remember their study notes: Sans Forgetica.

In my talk, I propose to examine the case for and against introducing difficulties in
letter recognition to adjudicate on whether legible typefaces have had their day. If there
is a case for introducing a ‘desirable difficulty’ (Bjork 1994), how will designers meet
this challenge? Do the results of past legibility research provide any defence against this

attack?

Bjork, R. A. (1994). Memory and metamemory considerations in the training of human beings. In J.
Metcalfe & A. Shimamura (Eds.), Metacognition: knowing about knowing (pp.185-205). Cambridge,

MA: MIT Press.

Diemand-Yauman, C, Oppenheimer, D. M., & Vaughan, E. B. (2011). Fortune favors the bold (and the
Italicized): effects of disfluency on educational outcomes. Cognition, 118(1), 111-115.

MARY DysoN started by studying experimental psy-
chology with a PhD in perception. She then moved
into the Department of Typography & Graphic Com-
munication, University of Reading, UK, teaching and
researching theoretical and empirical approaches
to typography and graphic communication. After

retiring from her postin Typography & Graphic Com-
munication, she has written a textbook on legibility
and has found time to reflect on her academic career
and question some of her own assumptions. She is
also enjoying developing scholarly collaborations
with former students/colleagues and friends.
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EMILIO GRAZZI

Moveable types for music notation and its implications in contemporary
non-linear typesetting

Between the XVI and the XIX century, movable type technology had a primary role in
music publishing and mass distribution. Compared to alphabetic movable types, which
develop in single lines of text, movable types for music were complex typographic sys-
tems that allowed to accommodate musical notes and symbols in both the horizontal and
vertical dimensions.

Printers and font engravers struggled over centuries to find the perfect combination
of metal types that would allow the best possible score quality, while preserving simplic-
ity and ease of composition.

This persistent effort led to the production of complex and elaborate typographic
systems that are still today an example of clockwork engineering.

The aim of this research is to ensure the preservation of the knowledge involved in
the creation and use of this typographic systems. Furthermore, it allows a debate about
possible implications in contemporary digital media for new non-linear typographic
tools.

EMiLIO GRAZzI is a graphic and information designer, no with a dissertation about parametric typedesign
He focuses on typography issues related to music applied to music notation. Since then, Emilio Grazzi
notation and representation. After his graduation in continued his activities in this multidisciplinary field,
Cello at Conservatorio “G. Rossini” in Pesaro, in 2012, co-supervising thesis projects, and promoting layout
he completed the editorial design course at ISIA Urbi- and design solutions for music notation.
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Jo DE BAERDEMAEKER
Tibetan musical notation: a unique visual representation

In this paper Dr De Baerdemaeker analyses the graphic notation system of Tibetan mu-
sic, which symbolically visualizes the chant lines, rhythm patterns, and arrangements of
the instruments.

The striking originality of the Tibetan musical scores consists of notations that differ
depending on whether it refers to voices or to musical instruments. Moreover, the in-
strumental notation is written differently for each instrument, and does not indicate the
pitch or durations of the notes. This particular form of notation, read from left to write,
has developed several distinct graphic styles with great variations across the monastic
traditions of the four main Tibetan Buddhist schools.

The vocal notation system usually consists of curves with varying undulations
written in black ink, and in some occasions with the addition of red and yellow ink. The
waves are accompanied by Tibetan syllables which form the words of the text, however,
although the graphic notation does not indicate the pitch of the notes nor their duration,
it sometimes represent some of the melodic changes that affect the notes.

The above also applies to the instrumental notation, which consists either of graphic
indications that accompany the vocal notation (or the text of the prayers to be recited),
or of annotation independent of a text. Conventionally, a complete Tibetan monastic
orchestra consists of two conch shell horns (dung kar), two short trumpets of bone or
metal (kangling), two longhorns (radong), two oboe-like instruments (gyaling), two dif-
ferent kinds of large cymbals (rolmo, tingsha), drums (chos rnga) , a hand-bell (dril-bu)
and a hand drum (damaru). The instrumental notation applies not to all instruments of a
Tibetan orchestra at once, but only to some of them, and each has its own unique graphic
indications.

The chief function of Tibetan musical notation is mnemonic, serving as a didactic
tool in relation to an oral tradition with no reference to fixed tonal scales, which explains
its few descriptive aspects. Since all the monks are expected to know the rituals and the
music associated with them by heart, the manuscripts containing the Tibetan musical
notation are never used during the ceremonies.

The presentation will be abundantly illustrated with different original and unique
examples of Tibetan, Bhutanese and Mongolian manuscripts which he proofed in situ, in
archives and library collections during his study visits in Bhutan, Tibet, Mongolia, Nepal,
India, and from his personal collection.

This study is part of De Baerdemaeker’s practice-based research project, in which he
aims to find typographic solutions to integrate this unique visualization system of Tibet-
an music in the design and development of a digital typeface that can be used for printed
works as well as on screen.

Jo DE BAERDEMAEKER is an independent Belgian
typeface designer and researcher. He holds an MA
in Typeface Design and was awarded a PhD from the
University of Reading. His interests are designing,
researching and writing about world script type-
faces (particularly on Tibetan, Lantsa, Mongolian
and Javanese) and multilingual typography. He is

elected board member and the ATypl Country Del-
egate for Belgium, and currently teaches at LUCA
School of Arts (campus Sint-Lucas Gent), and at the
Plantin Institute of Typography (Antwerp). In 2012
he founded Studio Type in Antwerp (Belgium), and
collaborates with international design agencies and
type foundries.
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JuDITH MOLDENHAUER | C. BROWN, C. COLIN-CHAVEZ, M. HOLBEN
Letterpress typography in a digital design world: Student perspectives

Many contemporary designers are exploring letterpress as a way to deepen their knowl-
edge of typography and to expand their options in visual communication. While compe-
tent in digital typography and fluent in the use of digital media within the field of graphic
design, designers are finding that a reconnection with the tactile qualities of letterpress

are enriching their sense of design in the digital world.

Meggs and Purvis, in the 2016 6th edition of Meggs’ History of Graphic Design, call
this interest a “letterpress revival.” An example of this is the letterpress shop of Signal
Return in Detroit, Michigan (USA) that has been very successful in engaging the design
community with access to presses through workshops plus sponsoring exhibitions and

design events.

This revival has also been occurring within the graphic design education, especially in
Europe and the USA. At Wayne State University, also in Detroit, graphic design students
have been participating in a programmatic initiative during 2018-19 to restore and print
on a Vandercook 325 letterpress. 2-5 of these WSU students will discuss their experi-
ences with and interest in letterpress typography and how they see the integration of
letterpress in the rest of their digitally-based design work. Their comments will include
the impact of letterpress on their understanding of field of graphic design as a whole, on
their choices of future design work, and on the role of design in our everyday lives.

* Philip B. Meggs and Alston W. Purvis, Meggs’ History of Graphic Design, 6th edition (Hoboken, NJ: John

Wiley & Sons, Inc., 2016), 617.

The panel will be moderated by Professor Judith A. Moldenhauer, WSU Graphic Design faculty, who facil-
itated the WSU letterpress restoration and introduced the students to letterpress typography.

JUDITH MOLDENHAUER, Professor in Graphic Design.
MFA, University of Wisconsin, Madison. Her design
work lies in the area of “information design” which
enables people to easily access and use information by
focusing on the organizational and navigational aspects
of visual and verbal material. Her design work ranges
from exhibition catalogues and posters for the Detroit
Institute of Arts to educational materials for Healthy
Start, a US Department of Health and Human Services

program to reduce high infant mortality. She has re-
ceived many design awards including awards from the
American Association of Museums and Graphic Design.
Currently, she and a group of advanced graphic design
students are designing multi-media computer-based
instruction for manufacturing engineering students
through the Greenfield Coalition, funded by the Na-
tional Science Foundation.



7th ICTVC 2019 67

YARA KHOURY NAMMOUR

Bilingual typography in the Arab world. A structural framework for
an Arabic-Latin bilingual application

Bilingual application in the Arab world has been in high demand for quite some time
without being given its due attention in contemporary graphic exploration. Designers
strive to integrate Arabic and Latin -two linguistically and anatomically very different
scripts— without grasping the full range of possibilities falling on pre-tested formats and
solutions.

Set in the traditional print-based milieu, this proposal identifies the necessary pa-
rameters needed for consideration before designing a bilingual Arabic-Latin publication
(with a focus on the English language). It then aims to present all possible combinations
of these parameters at a structural level primarily. By structural, the proposal will study
several print formats and modes of distribution of each script taking into account the
nature of the content, the precedence, the opening and the action required of the reader.
The findings would hopefully allow designers, and publishers alike, make concrete
decisions about formal and functional aspects on how these two scripts can co-exist on a
page or consecutive pages.

The full study is divided into two parts; the first part concerning this presentation,
involves the structural arrangement of Arabic and Latin, while the second will involve
the spatial arrangement, graphic and typographic specificities of each script that can be
explored without losing sight of the syntactic and semantic results of each instance.

This first presentation of the research project aims to call for feedback and input
from the industry and peers on the subject of Arabic-Latin bilingual design.

YARA KHOURY NAMMOUR is a graphic designer and
typographer who has designed several award-winning
books and Arabic typefaces. Her research interests
include Arabic typography and more particularly
bilinguality issues, type design, legibility, book design,
modular systems and much more. Yara is currently
Assistant Professor at the American University of

Beirut and an independent designer since 2017 after
a long-standing career of 20 years as design director
at Al Mohtaraf design house. Her work is published in
several international books; she has also authored a
book titled Nasri Khattar: A Modernist Typotect pub-
lished from Khatt Books.
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SAHAR KHAJEH

How to create a new agreed system of guidelines to achieve visual excellence
in design quality of bi-script typographic composition including juxtaposition of
Latin and Arabic scripts

Bi-script typefaces are designed in styles that are aesthetically very different and, argu-
ably, incompatible. Here, the term ‘bi-script typographic composition’ has been coined
to describe the coexistence of two distinct scripts, Latin and Arabic, in which letterforms
share very different visual forms and characteristics. Methodology: i) analysis of the
characteristics of Arabic scripts, especially the ones that are significant to consider in
juxtaposition to Latin, ii) to provide a standard terminology to communicate this context
with a clear language but also to examine the context in which Latin and Arabic scripts
are juxtaposed. Finally, to conduct primary and secondary researches to analyse both so-
lo-script Arabic and bi-script typefaces including Latin and Arabic in order to recognize
the reasons for the lack of visual excellence in the design quality of juxtaposed Latin and
Arabic scripts.

Result of analysis: there are four criteria which play an important role in achieving
visual excellence; i) approach the visual map between the anatomy of Latin and Arabic
letterforms, which requires a better understanding of the similarities and differences of
the anatomy of Latin and Arabic letterforms; ii) consider the importance of legibility of
letterforms and readability of typefaces, especially within a Sentence message presenta-
tion that requires recognition of the optical disparities in the typographic system of Latin
and Arabic scripts. Furthermore, and most importantly, for using a special typeface it is
vital to consider the cultural background of the readers and the script, as this will deter-
mine the extent to which a script may be simplified. And, finally, the cultural background
of the designer plays a significant role in creating a new set of typefaces in specific
scripts for specific audiences.

Unfortunately, sometimes simplification of the Arabic script, with a focus on map-
ping the visual form of Latin and Arabic letterforms, causes ignorance of corrections for
optical disparities of the letterforms. This matter is also true for the reverse situation;
focus on readability of Arabic script within bi-script typefaces results in a lack of visual
correlation between the shape of Latin and Arabic letterforms.

The lack of considering the importance of readability and of achieving a visual map
between Latin and Arabic letterforms, especially in available bi-script typefaces including
Latin and Arabic scripts within the most useful devices like MacOS, Mojave, proves the
necessity for creating a new agreed system of guidelines for juxtaposition of Latin and
Arabic scripts. It will benefit two groups: type designers - on how to create new bi-script
typefaces which include Latin and Arabic scripts, and typographers, designers, and type-
setters - on how to decide to select compatible solo-script typefaces among the available
ones to achieve a high-quality design layout in bi-script typographic composition. The
methodology includes a deep analysis of the four above mentioned criteria. It will help to
recognise essential criteria and to define the new system of guidelines.

SAHAR KHAJEH runs her own graphic design firm and nication (Graphic Design) from Kingston University
has an experience in teaching in the UK. Sheisa graphic London and is currently completing a Professional
design Visiting Lecturer at North Hertfordshire College Doctorate in Design at the School of Creative Arts and
and Student Technology Mentor at the University of Design, University of Hertfordshire, UK.
Hertfordshire. Sahar holds an MA in Visual Commu-
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RACHAPOOM PUNSONGSERM

How designers made sans-serif Roman like-Thai typefaces: A review on legibility
matter

As display typefaces, Roman-like An example of Thai typeface with distinctive letter features

or Latin-like Thai typefaces, includ- (alphabetical set of Thai UD font)

ing serif and sans-serif Roman-like NUIAMAIIATTAYUNS ST NN UGB
Thai typefaces, evolved in the era of ansuuladwdnugsganiAeanres

dry transfer lettering in Thailand.
Nowadays, from dry transfer letter-
ing to the digital font, Roman-like
Thai typefaces, especially sans-serif
Roman-like Thai typefaces, have

An example of sans-serif Roman like-Thai typeface
(alphabetical set of PSL Kittithada font)

nNUuAAUDODALBLUNUNONRDOAMUMUAN

become the most popular models for OnsuuvUwWwwwnuesnandAuvanwoo
Thai micro-typography which is used
extensively in various media as repre- An example of the glyph variations

sentative of modernity via designers' of designed sans-serif Roman like-Thai letterforms

discourses and advocacy. With the

: Thai € — » Roman
movements and agitprop for the use Letter Recognition Letter Recognition
Of Roman'like Thal typefaces over Thai Letters Applied Letterforms | Consistent to Roman Letterforms  Roman Letters
four decades, it seems likely that the 1 oo Uu u u
presence of glyphs or letterforms of e o - B
Roman-like Thai typefaces has led to

R . 1) (BoBaimai) U U U
a familiarity among Thai readers who =
become accustomed to seeing them W rommen ww il w
in texts as equivalent to Thai conven- J G E) S sS
tional text typefaces. This prospect is A otnp aa S
a challenge, indicating that someday, W tobip) NUHH K K
Thai conventional text typefaces may | khnK _
be replaced by sans-serif Roman-like U noan v v vV

Thai typefaces entirely.

According to their prior study, Pun-
songserm et al. (2018) have proposed a brief history and study of the Roman-like Thai
typefaces that negatively and directly impact their audiences. The study examined the
performance of the Roman-like and conventional Thai typefaces, using a distance study
method and an identification method for word strings in a low-illuminance environment
to evaluate visual word recognition. The results suggest that the selected Roman-likeThai
typefaces elicited negative legibility and readability and caused more reading errors than
did the selected conventional Thai typefaces.

As an extension of the prior study, this current study aims to review and analyse par-
adigm as well as how type designers made the Roman-like Thai letterforms, focusing on
sans-serif Roman-like Thai typefaces, through examples of the design of several sans-ser-
if Roman-like Thai typefaces from the past to the present.

To investigate common factors that affect the well-being of the elderly or visually
impaired people in relation to visual acuity, as a preliminary study, the present study fo-
cused on the qualitative study that measured the tolerance of the Roman-like Thai letter-
forms under blurred conditions that simulated the low visual acuity of people with poor
vision at different blur levels. Also, revealing aspects of letterforms that affect recogniz-
ability involved visual letter recognition by Thai readers, including the consequence of
reducing the significance of the Thai letter features as well as having cross-confusion
(confusion across languages, from Thai to English) around Roman letters.
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Besides, this study also elucidates why sans-serif Roman-like Thai typeface’s legi-
bility on visual word recognition has very few possibilities, while sans-serif Roman-like
Thai typeface can have reading efficacy over Thai conventional text typefaces positively.
Moreover, under a low visual acuity condition, we can predict that current Roman-like
Thai typefaces cannot be facilitated for visually impaired people, although most letter-
forms of sans-serif Roman-like Thai typefaces provide more visibility (negative space,
white space) than Thai conventional text typefaces, and they are also designed based on

minimalist design.

Punsongserm, R, Sunaga, S., & Ihara, H. (2018). ICDHS 10th +1 Conference (Back to the Future / The
Future in the Past) (pp.580-585). University of Barcelona.

RACHAPOOM PUNSONGSERM is an Assistant Professor,
Faculty of Fine and Applied Arts, Thammasat Univer-
sity, Thailand. He has completed the Human Science
International Course and received his PhD in Design
from the Graduate School of Design, Kyushu University,
Japan. His main research interests are typeface design

and positive typography, focusing on legibility, visibility,
and readability of Thai typefaces from an information
design perspective. Rachapoom’s recent essential
research project focuses on developing a pioneering
Thai Universal Design font (UD font) active on low
visual acuity conditions.



7th ICTVC 2019

BELAL HERBAWI
Women'’s image in advertising in the modern Arab world

Advertising, a mirror into the cultures of all societies, a prevailing view of the place and
role of both women and men within their society. In light of the fact that advertising
takes various forms and is able to promote and change different preconceptions of the
public view, sometimes this affect can be cast as radical and disturbing. Since the seven-
ties, social and feminism movements in general have sought to shed light on Stereotyping
the image of women in media & advertising.

In general, advertising is a reflection of a societies’ views, ideas and morals. In the
Arab World, in particular, women are seen in a different way, a more preserved way. How
have women been stereotyped within advertising in the Arab society? How are they
exploited and marketed, whether in visual, print or radio advertising? How has advertis-
ing contributed to promoting a certain stereotype of Arabic women? And, to what extent
does society accept and agree with these advertisements!

Adverts are used to promote a certain ideology to make more sales. Women, whether
receiving televised adverts or participating in adverts have been exploited by advertisers
worldwide not just in the Arab world. The promotion of that ideal woman stereotyp-
ing - how a woman should look like. Setting certain standards for beauty. Accumulating
a general conception that a beautiful woman should be slim, blond and with blue eyes.
Using attractive women to emphasise this idea and, therefore, making women purchase
products in hope of becoming that ideal woman every man desires. By selling and creat-
ing this concept, causing much devastation within societies, in general, and more specifi-
cally within Arab communities, how is this seductive image of televised women accepted
in the Arab preserved world.

Also, the traditional idea of what the role of a woman should be, has been portrayed
as the perfect housewife, set with the responsibilities of preparing food and washing
dishes, as shown in many advertisements, manifested in adverts to do with cleaning
products, cooking utensils and any household related products. The usual ... a chemical
detergent advert showing children and men playing enjoying outdoors, falling into mud
getting their clothes filled with dirt playing a good football match. Here comes the role of
the mother and wife in returning soiled clothes to their clean state, using a detergent that
acts as magic...
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BELAL HERBAWI has more than twelve years of experi- Mediterranean University (EMU), North Cyprus, and a
ence in the multimedia & graphic design fields, working Bachelor’s degree in Multimedia & Graphic Design from
as a graphic design lecturer in the Palestine Technical the Palestine Technical University. Belal Herbawi has
University (Kadoori). He holds an MA in Visual Arts taught multimedia & graphic design courses and has

& Visual Communication Design from the Eastern won several awards in various competitions.
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ONUR YAzIcIGIL, OZLEM OZKAL

How simplified is simplified Arabic type? A nineteenth century attempt to
challenge the conventions of Ottoman naskh
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Ever since the advent of movable Arabic typefaces, there has been a tension between

the traditional rules of the written script and their application in printing. Rooted in the
calligraphic writing tradition, the Arabic writing system has unique characteristics such
as the connected formation of letters, variations in letter shapes due to their position and
the ability of letters to stack both vertically and horizontally in a cascading fashion. These
properties that create the distinctive look of the Arabic script posed intricate problems in
the adaptation of writing to moveable type technology.

Early European Arabic naskh typefaces displayed different attempts to capture the
rules of scribal writing. Some printers, tried to represent the cascading system faithfully
by using elevated versions of letters, whereas some printers fused elevated letters with
the baseline letters into a single sort to simulate a cascading appearance.

In all cases of early European adaptations of the Arabic script there was significant
compromise from the formal aesthetics of scribal writing. This was one of the problems
ibrahim Miiteferrika promised to fix when he finally secured the license to print in istan-
bul, in 1727. The first Arabic type used in the Ottoman press utilized particular features
of the handwritten naskh. The next generations of type displayed deliberately increased
modular qualities, but continued to preserve the script conventions, which necessitated
using 500-600 sorts.

By the end of the eighteenth century, certain European printers abandoned the
conventional orthography and created strictly linear, simplified type systems. However,
various, subjective approaches defied a single recipe for simplifying the Arabic naskh.

In mid-nineteenth century, an unprecedented experiment intervened the continuum
of conventional Ottoman naskh typefaces. In 1870, an intellectual named ibrahim Sinasi
proposed a simplified system that offered a separate design path than its European coun-
terparts. Although his system aesthetically and structurally employed similar approaches
found on the previously simplified European naskh types, it also displayed an unprece-
dented visual solution, which differed him from the previous models.

Featuring approximately 112 sorts, his invention aimed economy, but it was met with
resistance due to its significant departure from the existing, accustomed type system
used in Ottoman printing. Although Sinasi’s invention was short-lived, its rationale
was strong enough to surface soon in another rendition. Punchcutter and typefounder
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Ohannes Miihendisyan created a more moderate version of Sinasi’s system, which even-
tually changed the design path and became the new standard after one generation.
This study examines the motivation, strengths and the failures of Sinasi’s pragmatic
model with the aim of shedding light on the origins of simplified Arabic metal typefaces.
By comparing Sinasi’s model with its predecessors and successors, we will present
a detailed analysis of his simplified naskh and discuss its role as a ‘game changer’ in the

historical development of the naskh type.

0zLEM OZKAL is Assistant Professor of Communication
Design at Ozyegin University (0zU) in Istanbul. She
received her bachelor’s degree from METU Industri-
al Design Department; MFA and PhD degrees from
Bilkent University Department of Graphic Design. She
co-founded Tasarimhane Design Co. in Ankara and
worked as a creative director in between 1995-2003.
She taught graduate and undergraduate classes in
typography, graphic design, design foundation and
visual studies in METU, SMFA-Boston, Tufts and Bilkent
Universities. Her fields of research are visual culture,
design education, and typographic design and history
with focus on Ottoman print culture.

ONUR YAZICIGIL is a typographer and educator based in
Istanbul. He received his MFA from Purdue University
in the United States. He has been a board member of
ATypl since 2013 and has lectured on various topics
in the field of typography. At present, he is a faculty
member at Sabanci University’s Art and Design de-
partment. His research interests range from Latin and
Arabic typographic history to 19th century Ottoman
metal typefaces, with a particular emphasis on Ottoman
naskh style. He designed a sanserif type family, Duru,
which was acquired by Google in 2011. That same year,
he cofounded ISType (Istanbul Typography Confer-
ence), which he has been directing since its foundation.
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STELIOS IRAKLEOUS
Towards a methodological approach for Karamanlidika manuscripts

Since the first linguistic studies of Janos Eckmann in the 1950s the study of the Karaman-
lidika phenomenon, namely Turkish texts written in the Greek alphabet, lacked contin-
uation until it was again initiated by the cultural studies of Robert Anhegger during the
1980s. In the meantime the Karamanlidika bibliography, on the Karamanlidika printed
material, was introduced by Severien Salaville and Eugene Dalleggio in three volumes
in1958, 1966 and 1974, and was continued by Evangelia Balta with three subsequent
volumes, two in 1987 and one in 1997. During the last decade the study of the phe-
nomenon is flourishing with various contributions; the outcomes of three international
conferences (Balta & Kappler 2010, Balta & Olmez and Balta 2014) but also from individ-
uals’ research. What all of the aforementioned studies have in common is their focus on
printed material and apart from the work of Pinelopi Stathi from 1984, Karamanlidika
manuscripts have remained a neglected field.

This presentation’s aim is to initiate the discussion for Karamanlidika manuscripts
and explore the possibilities of a methodological approach, for material produced not
only before the introduction of printing but also during the co-existence of the manu-
script and printing traditions in the period from the 18th to the 20th century. The var-
ious traditions, of different educational backgrounds involved in the phenomenon, like
Orthodox Christianity, Western missionaries but also enlightened Turcophone Orthodox,
the mutual influence between printing and manuscript practices, and the separation into
secular and religious material, all of them together create an outcome of high complexity.

Through the study of a Karamanlidika religious manuscript an effort will be made to
point out the several issues that could help us to develop a methodology for the study of
Karamanlidika manuscripts through the adjustment of tools from relevant disciplines.

STELIOS IRAKLEOUS has a BA in Turkish Studies from nlidika) language contact between Turkish and Greek
the University of Cyprus and a ResMa from Leiden languages, Ottoman language, Aljamiado literature
University where he is now pursuing his PhD. His main (Greek), and missionary linguistic practices.

interests are Turkish texts in Greek letters (Karaman-
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NIKI SIOKI
In search for a local narrative: history of graphic design in Greece

Design as a practice is currently affected by a wave of changes: in technical tools, in
users’ and readers’ needs, beliefs and attitudes, a demanding globalized market and a
number of socio-political problems that challenge everyday-life norms and need urgent
solutions. At the same time critical approaches that seek to interrogate design’s role in
the current world tend to discuss its potential role as an agent that might address social
needs and bring positive change; towards this direction there are also claims to abandon
well established clichés about design, especially those that configure it as just a stylistic
device that usually serve commercial ends. For Victor Margolin, design historian and
scholar, there is currently a chance to think about designing in new ways and ‘to expand
what was once a discipline limited to market commodities and branded public communi-
cation’ (2015, p.39).

In a globalized world graphic design in Greece cannot but experience the impact of
the change the field goes through. In times of change, understanding history can help us
reflect on the evolution and complexities of the field, be constructively critical towards
the past and underpin decision-making, planning and strategies for the future. However,
research on the history of Greek graphic design is still in its infancy without any signs of
improvement.

This call invited researchers, academics, educators as well as design practitioners and
collectors to come together and talk about their experiences, work and practices around
the history of graphic design in Greece. We looked for proposals that could address the
call from a theoretical or practical perspective and contributors from various design dis-
ciplines, history, and cultural studies. Doctoral students were also encouraged to submit
papers if they were close to the submission of their thesis.

Some questions this special session aims to explore include, but are not limited to:

e What are the challenges of researching the history of graphic design in Greece?

e Isthere a value in looking for the history of Graphic Design in Greece?

¢ How do we foster research in graphic design history in Greece?

e Isthere a history of graphic design in Greece already written?

e Where does historical evidence about Greek Graphic Design lie? Archives, librar-
ies, institutional repositories, periodical and book publications?

e What graphic design students are taught about the history of the Greek graphic
design (products, designers, consumers, the practice) in secondary schools, private and
public academic institutions?

Victor Margolin, From utopia to the good society, in Max Bruinsma, Ida van Zijl, Design for the good
society, (2015), Rotterdam: nai010, pp.27-42.

NIKI SIOKI is Assistant Professor in the department
of Design & Multimedia at the University of Nicosia,
Cyprus. She holds a PhD in Typography & Graphic
Communication from the University of Reading, UK.
Niki combines professional and research expertise
having worked for more than 20 years (1990-2007) in
the academic and medical Greek publishing sector. As
a researcher her interests concentrate on the history
of Greek graphic design and printing, book design,

typography, and print culture in Cyprus. Her work so
far is well documented in academic publications, pro-
ceedings, presentations in international conferences
and in popular media. She has served as a member of
conferences’ scientific committees and is a member of
professional bodies and scholarly societies in the UK,
Greece, Cyprus and Germany. Recently she co-edited
the book entitled Design for Visual Communication
(Newcastle upon Tyne 2019).
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EYAITEAOZ KASZABETHX
«Awarti ekSL60pueBa»

H mpdtaomn oxetiletal pe T SLEMOTNIOVIKI] TIPOGEYYLOT] TIOU O@PEIAEL VO XapakTnpLleL
KGBe L.oTopLOYpa@KY TIPOooTIABELX Yia TNV EAANVIKY Ypa@LoTikn. Tavtdxpova, emonuai-
VELEUPESH TNV AVAYKY YIX avadlTNoN TIY OV KAl TEKUNPiwy o€ XDpoug kat Ttedia mov
EemepvolV To 0TEVA KAASIKA OpLaL KL TNV KEVTPLKT OKNVT] TOU EAANVIKOU VTI{ALY.

H mapovaoiaon Baciletal oe 600 Tekunipla Tov TTAPEABOVTOG IOV TIPOEPXOVTAL ATIO TO
TPOOWTILKO apyeio Tov Anuntpn ABavaciddn, Stknydpov, Snuocloypd@ov Kat GUAAEKTY,
Tov £fnoe otnVv TpimoAn KaTd TOV TTPONYOUUEVO ALWOVA.

To tpwTo, ivat éva pkpd GpBpo pe titho «Aati ekd18oueda». To oToio vTOypAPEL 0
610G 0 ABavaoLadng Kol TEPLYPAPEL TIG TIEPLTIETELEG EVOG TUTIOYPAPEIOL KaTd TN Spapa-
Tk Sekaetio Tov 1940. Zto YAaupo keipevo elval ékdnin n emidpaon mov doknoav ot
TIOALTIKEG, KOWVWVIKEG KAL OLKOVOULKEG GUYKUPIES TNG TTOAEUIKIG TIEPLOSOV TN AELTOVp-
yla Tou TUTIOYpAPELOV Kal, KAT ETEKTAON, OTO TIEPLEXOUEVO KAL TN LOPPT] THG TUTIOYPQ-
OKNG Tapaywyns (mpwtoéTuma Setypata tng omoiag StabEToue, X&pn 0T CUAAEKTIKN
navio tov ABavactadn).

To 8eVTepo TEKUTPLO, Eva pkpd sketchbook Tou 1924, elvat kat autd Snuovpynpa
Tou ABavaoLddn, pe TNV BLOTNTA TOU «SLa@MuLoth». PEPeL TOV TITAO «ZxESL1a Alapnpi-
oewv kat Pexdapwvy». Eivau éva pinterest toémng 100 oeAibwv, pe xelpodypa@a vmodeiy-
pata kat 18éeg yia brandnames kat Sta@nuioelg kabe Aoyrg. To evSiapépov eivat 6Tt dAa
ATOTEAOUV HETAYPAPES 1] KOL QUTOVCLEG AVTLYPAPES TWV TTPOTUTIWV TIOU KUPLAPXOoVoaV
0TI EVPWTIATKES EALT, 18w 0T YaAAwr| aplotokpatia.

Ta TEKUNPLA AUTA, 0V KOL EIVAL ATIOCTIAGUATIKAE TIAPASEYLATA —TUTIOYPAPLKOV KU-
plwg evdla@épovtog- pag vmevBupilovv v dueon cVvSeon Tov VTI{ALY UE TO EKACTOTE
€VPUTEPO LOTOPLKO TTAN(GL0. Mg GUUBOALKO XAAG XUPAKTNPLOTIKO TPATIO, LG KaAoUv va
EPEVVIOOVUE TNV LOTOPIX TNG EAANVIKIG YPAPLOTIKNG KL TUTIOYPAPLOG LE GUVEPYELEG
KoL epyadeia Siemopovikd. O@eidovpe emiong va avalnTOOUE TINYEG TTEPA ATIO T
apyela Kat TIG KATaypa@ES Tou a@opolV T OXESLAOTIKY KOWOTNTA KL TOV EVPUTEPO
EIKAOTIKO KUKAO. TEAOG, Y va elval TAT|PNG [l TETOLX EpEuva, Ba TIPETEL var KAAVYPEL TO
GUVOAO TNG EAANVIKIG ETIKPATELAG KL OXL LOVO TA U TPOTIOALTIKA KEVTPA.

O EYAITEAOE KAZZABETHE yevwiiOnke oty TpimoAn,
omov el kau epydleTal 0To SMLovpykd ypageio mou
6pvoe to 1991. doitnoe oto Tupa HAektpoddywv
Mnxavik®v ¢ MoAvteyvikng ZxoAns tov Mavemt-
otnpiov Matpwv kat elvat TruxLovyxos Tov TUHaTog
Evpwmaikot [oArtiopol g ZxoAr s AvOpwmiotik®mv
Zmouvdwv touv EAAnvikov Avoytov IMavemotnpiov pe
HETATTUXLOKN ETULHOPPwON otV [oTopia kat PAooco-

pla Twv Emomuwv. Eldikevetal oty TuToypa@ky
Kot KOAALTEXVIKT) ETILHEAELL EKSOTEWV, TNV OWVLIKY OU-
OKELUG(Q, TNV OTITIKY) TAUTOTNTA KAL TNV ETKOWVWVIA
Tou ToALtLopoV. ‘Epya tou éxouv StakpBsi kat emavd-
nym o€ EAANVIKOUG KAl EVPWTIAIKOUGS SLay wVIoHOoUs.
ApBpoypagei ouxvd yia Bépata TOATIoHOY Kot £xeL
Swoel SlaAEEELG oe oUVESPLA KoL NUEPISES Yo TV
TUTIOYPA@IOt KAL TNV OTITIKT] ETUKOWVWVIL.
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EFROSYNI Roupra
Packaging and graphic design in Greece: the case of cigarette packs

Packaging serves several purposes: Protects the merchandise, enables effective -that is
economic and with less environmental impacts- handling, shipping, selling and storage.
Ever since antiquity packaging has been created by a craftsman / artist -in modern times
the graphic designer and the printing house- to generate prestige for the merchandise as
well as its manufacturer, to create brand awareness, to inform the consumers, to allure
them and shape preferences. Packaging of distinct technologic, artistic or semiotic merit,
instead of being thrown away after the merchandise is used, becomes a collector’s item
and is passed on to the next generation.

Behind the old, collectible cigarette packs, there is a part of Greek economic history
that we ignore, thus underestimating the importance of graphic design and of printing
houses.

Packaging meant a number of different things to each one of those involved with
cigarette production ever since the industry’s emergence in the country, in the end of
the 19th century. For the State it was a means of regulating taxation and assuring tax
revenues. For consumers, when the pack was removed from their pocket or purse, it was
areflection of their sophistication and ideology. For the Greek cigarette manufacturer it
was a means of establishing the brand name, forming a Greek identity and within it a dis-
tinct corporate identity, in order to compete the Egyptian and the other Eastern tobacco
firms - initially in the domestic market and beginning late in the Midwar period in the

Picture: Kontogonis.

First carton pack for Santé cigarettes. Created by the legendary lithographic print house
Konstantinos A. Kontogonis (est. 1879, Athens, later known as “Kontogonis-Malikoutis”).
Published in: M. Haritatos and P. Yiakoumaki, Istoria tou hellenikou tsigarou [The History
of Greek Cigarette] (Papastratos S.A.— ELIA, Athens, 1998).
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foreign market as well. From the very beginning successful packaging design attracted
counterfeiters.

Competition intensified during the Midwar period when, although cigarette smoking
increased, the cigarette manufacturing companies in the country were more than the
market could sustain. The Midwar period is considered one the heydays of Greek graphic
design.

Investing in cigarette packaging to promote the brand’s legend brought about the
development of other economic sectors: Of the paper production and carton packaging
industry, of printing and lithographic printing houses and of advertising. For example, in
1939 the Matsaggos cigarette company, one of the biggest in the country, consumed 98
million packs in comparison to only 25.500 in 1890. Because of such demand between
1921 and 1923 the value of the carton pack industry’s production increased 2.5 times;
the sector became one of the most flourishing in the country. In 1926 it employed 4.000
workers. Accordingly, in 1929, 60% of the lithographic print houses’ production per-
tained to prints on cigarette packs. To control both the quality and the cost of such a key
production sector, some cigarette companies either founded a subsidiary company (such
as ELKA 1918, later Aspiotis-ELKA) or created a carton pack production and lithographic
print division within the factory complex. Papastratos cigarette company was the first to
bring a five-color offset printing machine to Greece (1931) for its lithographic print di-
vision. When in the 1920s and 1930s the State considered banning artistic carton packs

and replacing them with plain paper wrapping it became a heated issue.

The presentation will draw on the experience gained and the material gathered
during the study of the history of Greek packaging (Efrosyni Roupa and Evanghelos
Hekimoglou, The History of Packaging in Greece: An introduction (A. Hatzopoulos, S.A.,
Thessaloniki, 2018). Two points will be stressed in particular: 1) The realization of
graphic design’s economic importance and 2) the problems one encounters in Greece
when researching graphic design history or applied arts and design history in general.

EFROSYNI ROUPA is a historian of applied arts and de-
sign. Her initial studies focused on: (a) Greek material
culture and design transformation from an Eastern
heritage to new Western prototypes and (b) efforts to
produce products with distinct, contemporary Greek
aesthetics. Recent works aim at recording, when pos-
sible, not only the aesthetic trends but also the various
factors that influence the development of design in
the country: politics, social and market values, cost
of production, education, technology, as well as the

aims and abilities of the persons directly involved in
the production and design process: artists, craftsmen,
designers, industrialists. She lectures, publishes articles
and books. She is the co-author of several books among
them: The History of Greek Bourgeois Furniture:
The development of design ideology in the country,
1830-1940 (2003) [textbook at Metsovion National
Technical University of Athens]; The History of Car
Trade and Production in Greece, 1894-1986 (2009);
Introduction to the History of Greek Packaging (2018).
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l'aprosz Baaxoz, I'naproz A. MAT®IOIIOYAOZ

Mpadrotikn, texvoloyia wotopia: To Moucoeio Tunoypadiag kot Texvoloyiag
padwkwv Texvwv tou Navenotnpiov lwavvivwv

H 8¢a yia ) dnuovpyia Movoeiov Tumoypa@iag avikel otov l'ewpylo ITAoupidn, opod-
Two kadnynt tov Tunpatog lotopiag-Apxatoroyiag oto Mavemiotiuo Iwavvivwy, o
otmoiog amd TS apxég TG Sekaetiog Tov 1990, dtav ep@avicTnke N Yn@Lakny amotiTwon
TOU YpatTtoU AGYO0U, APXLOE VX GUAAEYEL TA TTAANLA EKTUTIWTIKA PNYOVILATA Kol apyeia
TIPOKELUEVOL VA SlacwBel Eva Hépog G TUTOYPAPIKNG LoToplag NG TaTpiSag pHag mov
ekelvn v mepiodo Emaipve Tov SpoOpo TG aVAKUKAWOTS.

[ToAXol SnpdcLoL PopEe(s, EKSOTIKEG ETILXELPTIOELG KL LOLWTEG TUTIOYPAPOL TIPOTEPEPAV
UNXaVES, epyaleia Kat VALK atd GA0UG TOUG TOUES TNG EKTUTIWTIKNG TIapaywyns. Ta Tta-
Aadtepa ekBEpata avayovtal ota péoa tov 190v kal Ta vedtepa ot TEAN ToL 2000 aLw-
va. apdAAnAa, cuykpoTeitat Oepatiky BLBAL0OT KN attd Setypatoddyla atolyeiwy, apyeia
TUTIOYPAPELWV, EQMUEPIBES Kal TIEPLOSIKA TOL KAGSOV, TEXVIKA eYXEPISLA KOl EKSOTELS
yia Vv otopia Tou BAiov, TG Fpa@LoTikig, TNV TUTIOYPA@LKY TEXVT Kot TN BifAlodeaia.

H avafdaBpion g cvAdoyns oe Movoeio Tumoypagiog kot Texvodoyiag Ipa@ikwv
Texvav Eekivnoe TtpLy §Vo xpovia pe v vootipién tou Havemotnpiov lwavvivwv
KoL TV EBEAOVTIKT EPYAGIN ELBIKOV TOU XWDPOU, UNYAVIKWOV KOL EPEVVNTOV HECA KTIO TO
Twpateio didwv Tov Movaoeiov. To Movoeio Tumoypagiag kat Teyvoroyiag Fpa@ikwv
Texvwv tovu Mavemompiov Iwavvivwv @Aodogel va amoTeAEoEl, TAPAAANAX [E TOV
TS AY WYLKO TOU XAPAKTIPA (EKTTALSEVTIKA TIPOYPAUUATA, EPYACTHPLA K.A.), TOV TIUPT|VA
TIOALTIO LKWV EKONADCEWY YIX TOV KOGHO TOV €VTUTIOU BLBALOU KoL TNG OTITIKN G ETILKOL-
vwviag pe exBéoetg, SladéEels kat ouvedpia. 'Hon tov IovAo 2018, pe v emionun évapén
Aertouvpyiag Tov Movoeiov, Slopyavwbnke oto Zuvedplakd Kévtpo Kadpoog IMamovAiag
Tov [avemompiov Imavvivwv to 1o Zuvédpio pagkwv Texvay, 6Ttov culntnkav
Bépata wotoplag, Texvoloylag kat ekmaibevong Tov kKAdSov.

H otopia Twv EAAVWV TUTIOYpA@®V, 1) KATAYPAP1] KAl GUAAOYT] TWV STULOVPYLOV
TWV KOAAMTEYVIKDOV ETILEANTWV, 1] GEALEN KoL XP1I0T) TWV EAANVIK®V YPAUUATOCELPWV
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KOLT) 0PYQVIKY] 0XECT TWV EPYAAEIWVY KL TWV UNYAV®OV TIOU VAOTIOM oAV TIG LEEEG TOUG
elval CLUYVPACUEVES KAL ATTOTEAOVV amapaitnTa TeSiot YVonG Kol GuVEXOVG ETAPNG UE
TN ONUEPLVT] KAL TLG EPYOUEVES YEVLEG TOU €VPUTEPOL TeSiov TG OmTiKig EMikowvwviag. H
ovAdoyn| Tov [Maveniotnpiov Iwavvivwv TpoépxeTal Ao TG EAANVIKEG ETIYXELPT|OELS KOl
TOUG £PYATEG TOU KAGSOU Kal TpooTabel va GUVSETEL TNV LOTOPLA TOUG KL TAL EVTUTIA TIOU
TUTIWoV e TNV €kBeon Twv unxavov. Xpéog pag eivat va Slatnprjoovpe, va avadeifovpe
KOL VX TTOPASWOOUVE OTLG ETMOUEVES YEVIEG TA LOTOPLKA TEKUNPLA TOV TTAPEABAVTOG.

TNV opAla B TAPOVCLAGTEL CUVOTITIKA UL EVOELIKTIKY TIEPITITWON GUVTHPNONG
Kol £€kBeomng Tov TPpWTOL TeaTNnpiov TwV Iwavvivwv amd to 1869 kal Twg, HETW NG
LOTOPLKNG €pELVAG, EMITEVYXONKE 0 EVTOTILOUOG, 1] avaTToHpaywyt| Kot eMiSelEn ekTOTwong
€vOG @UAAOUL (14.9.1894) ¢ Mpw NG SiyAwoong (oTa EAANVIKA KoL TOUPKLKA) TOTILKTG

e@nuepidag «lwavvivar.

0 T'aproz Baaxos eivat Téwg Emikovpog Kabnyn-
™¢ Fpa@dv Texvov tou Tunuatog Texvoloyiag
Fpa@ikwv Texvov tov MavemoTnuiov Avtiknig
Attikng kat vuv ETlotnpovik6g ouvepyatng tou
Havemiotnpiov lwavvivov, Yrevuvog yia ™
Snuovpyla kat avadelEn tov Movoeiov Tumoypa-
@ilag kat Texvoroyiag Mpa@ikwv Texvwv. MSc in
Graphic Arts and Media Technology, [Tavemiotruio
Middlesex, UK, kat Atdaktopikd amd to Turpa loto-
plag kat Apxatodoyiag tng PLloco@ikig ZxoANg
Tov Mavemiotnuiov Iwavvivwv. Exet pakpoypovio
S18akTiko £pyo (1984-2013) ota pabnuatalotopia
¢ Tumoypagiag kot Eloaywyr otnv Texvoloyia
Twv Fpagkov Texvav, lposktiwon, 'EAeyyog &
Awo@aiion Mowdtntag, Mebodoroyia Epevvag kat
Metagotumia. Ta epeLVNTIKA EVELA@EPOVTE TOU
TePLAAUBAvouy TNV avamapaywyn katenegepyacio
G EKOVAS, KaBwG Kkattnv .otopiatng Tumoypagiag
Kat TG TexvoAroyias Twv Ipaikwv Texvav. Exel

oVYYPAPELEPYNTIEG KALEXELOVUUETATXELOE TTOAAQ
Stebvn emioTnROVIKE GUVESPLA.
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KOSTAS VLACHAKIS, JOSHUA OLSTHOORN

Is there any there there?
Tunikég EpwTNOELS MAVw ot F€onion pLag eSVIKNG OXESLAOTIKIG TAUTOTNTAG

ToAL®WVTAG VO ETAVASIATUTIWOOUVHE WG EPWTNHA TN YVWOTH @pdon TS Feptpovdng Ztd-
v, B popovoe va Bewproet Kavels 6TL 181 ToTtobeToVpaoTE 08 oYéon pE T Bepatik
Hag: e TpwTo eTimedo TNy (Sla TtV uTdoTACT EBVIKNG OXESLAOTIKIG TAVTATNTAS KOt
ETIELTAL TNV aVAYVOPLON, KaBLEpwao kat TiBavov e BOANG TNG.

H gyxaBiSpuon piag yAwooag OTTikns Emikowvwviag akdun kat av avamo@euKTa
vmokeltal ota e0vikd (national) kat éBvotika (ethnic) xapakmploTikd Twv Koww-

VOV NG, ATOTEAEL TTAPAAANAX Eva K@K e TipOBeoT Kal Suvapikr Tov vepPaivel

TO 0TIOLOSNTIOTE BEGUIKO 1] KoL pavTaclakd Lebensraum kot Ta 0TtoladTOTE TOTIKA

M KL KPATIKA XAPAKTNPLOTIKA. APEVOG, elvat avaTo@EUKTO OAx auTd Ta Sedopéva va
SLLHOPPWOOVV PUOLIKA GTO TIAXIGLO TOU YWPOL KAL TOU XpOvou TNV 8€a kaL TV aicon-
o1 TOUTOTNTAG. APETEPOL 1) BECUIKT ETILVOTOT WLAG EOVIKNG OXESLATTIKNG TAUTOHTNTAS
OTNV TPAYHATIKOTNTA Elval pia kiviion avtippoTn 6To QUKo TPoaSlopLopUd KAl TV
EK@PUON TWV SLATEPWV XAPAKTNPLOTIK®OV piag opddag. H koaAAépyela pag {wvtavig
TOALTIO KNG KANpovouiag (Tapadoons) @alvetatl va uTtookeAlleTatL amo 1 eSpaiwon
OTEPEOTUTILKWV HOPPWV. O 6pOG TOU GTEPEATUTIOV TIOU TIPWTOXPT|CLUOTIO|ONKE ATIO TOV
Firmin Didot yia va meptypdet Tig HeTAAAKEG TUTIOYPAPLKEG TTAGKES TIOV oriBnoav
OTNV TAPAYWYT] 0LKOVOULKOTEPWVY BLBAIWY Kal KaTd ouvémeln oty vpLTEPN SLadoon
™G YV@OoNG, @aivetal va HETaAAdooETAL 0€ £va KOO eUTIO8L0 pe avtiBeto tpdonpo kKat
OUVETIELEG.

Katd tov 2006 awwva, otov Eupwmaiko xwpo ot 6xoAég Tou OAAav8ikov Kot Tou
EABetikov design exwploav wg ek@avoelg Tou Movtepviopol mou akopn Kat KATw amnd
TiTAovug pe €Bvikov Tpoadloplopovs, athiplEay T Bepediwon piag Slebvols yAwooag pe
mavavepwmva yapaktnplotikd. Etvat evSia@épov mws n Suvapiky autol Tov pedATos
QTIO TNV APXT TOU TIPONYOUUEVOU QLOVA, SEV ATTOKOTINKE A6 TA TTAVioYUpa 0OAOKANpw-

TIKA KABEGTOTA TNV TAGT TOUG YL ATIOHOVWTIOUO KoL TIOALTIOULKT KaBapdtnTa, aAA&
avtifeta aivetal va emnpéace akOUN Kot T SIKH TOUG OTITIKY YAWooo. MIAOVTAS Yo
mapadetypa yio to EABeTikd design, Sev ava@epopuacte o€ £va KAELGTO GUCTI LA TIOV
a@opd toug EABeToVG AmOKAELGTIKA, XAAQ YL TN {wVTOV AVATITUEN HLaG OXESLAOTIKNG
YADOOAG KATAVON TG € TAYKOGHLO ETIITESO KL TTOV TTAPAYETAL CUXVAE TIEPX ATIO TA

OTEVA GUVOPX TOU EABETIKOV KPATOUG.

Axopa maraiotepa, oty Epmn TG Avay£vvnong KoL 0€ GUYKEKPLUEVA TIOALTIOTIKA
KEVTPA NG ETTOXNG, OTIwG 1) Bevetia, §00nke 1) evkatpia va SnpovpynBel évag Aettovpyt-
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KOG YWPOoG cLVUTIAPENG TOV KOLvoU e To Eexwploto. H eAAnvikn ypaupateia Bplokel
owTNPlo Kot Kata@uylo 6€ auTtd TO TAXIGLO KAL TO GX1HAX TOU EAANVIKOV YPAUUATOG
Bplokel T ouvéxeld Tou otn ZUyxpovn Emoym we kpikog g peyaAvtepng aAvoidag tou
avOp®TLVOL TTOALTIONOV.

OewpoUE AOLTIOV OTL GUEPAQ, TIOV TO TIVEVHA TNG AvayEvvnong @aiveTal va apgl-
ofnTeitat Kot va ametdeltal 6Ao Kot TiLo £vtova, 0 pOAOG LaG WG KOWVWVOi, SLaXELPLOTES,
XpNoTeg Kat Snpovpyol auths ™G {wvtavig Tapadoons elval va TIpoceyy(OOVE T OV-
veldnon g TauToTNTaS WG pia TPoUTOHED YL TN CUUUETOXT 0TO OAOV KAl AvTioTPO-
@, TN GUUUETOXN 0TO OA0V WG TTPAEN cuveldntomoinong ¢ (Slag pag TG TavToHTNTOS
G oVVOAO, KOWVOTNTA 1) ATOLLO.

H 6mola mpoomdBela yio Tov TpooSLoplopo eBVIKMV XAPAKTNPLOTIKOV —0PNVOVTAG
600 T0 SuvaTtd oTNV Akpn TV A&LOAGYN 0T TWV TIPOBECEWVY HLAG TETOLOG ATIOTIELPAG— OF
£VaL XWPO LE AVTIKEILEVO TNV ETIKOLVWVIa, EVEEXOUEVWG EpxeTalL o€ avTiBeon pe auTod
KoBaUTO TO AVTIKEIPEVO TOU XWPOU auTOV.
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MARINA EMMANOUIL

How to write design history from the margins? A methodological approach to
the study of graphic design history in Greece

Design analogies, similar to historical analogies, are hard to make especially when there
is a limited range of comparables. The range of the repertoire is crucial to a study of
Greek graphic design as a methodological frame for discussing design analogies. To es-
chew the official paradigms of design historiography, in terms of what is and what is not
important to write about is a challenging confrontation. Despite the fact that in some cas-
es we can hardly deviate from meeting or using certain terms, we can start considering a
new, neutral, local framework for dealing with these, and extend our research directions
beyond the canonical interpretations attached, in this case modernisation equals indus-
trialisation. Nevertheless, since industrialisation was never really implemented in Greece
on the scale of other Western nations, understanding and defining Greek graphic design
and its role in modernisation according to this fact alone, would be misleading and su-
perficial, or simply an echo of the Eurocentric language on modernisation. Methodologi-
cally, this research in its quest to offer a critique of modernity returns to an earlier locus
of inquiry. A focus on the production rather than on the patterns of consumption as a
critique of modernity that has preoccupied the design history community over the recent
years can provide a view of the visions of modern life as these have been shaped by those
directly engaged in design-making.

This approach addresses the ways in which the State and its organisations, but also
private entrepreneurs, company owners, educators, and individual graphic designers
responded to the challenges of projecting the new era by understanding consumers’
ambitions. This question is crucial in the way that it attempts to look at the conception
and planning rather than the outcome of modernisation as merely a consequence of
industrialisation as has so often been associated within design literature. By considering
the infrastructure of design, we can observe the boundaries between State propaganda
and commercial promotion. The role of the State’s electricity-provision company on the
one hand, and its private predecessor on the other, provided supplementary views of
modernity, and not a singular one.

Similarly, in the case study of tourism promotion, a common concern was the control
of the market by the State and private agents. Indeed, the private industry may not
necessarily follow the same ideological line with the State, which is likely to introduce
a nationalist tone in its campaigns. Therefore, the relation between public and private
enterprises within the modernisation debate can offer a review of the ways the ‘modern’
was visualized in the case of Greece. Subsequently, through this filter of production we
can enquire on the limits and abuses of the State ideology, whether it be an anti-commu-
nist or nationalist ideology over advertising and graphic design. The political conditions
and their effect on accepting, encouraging or inhibiting the use of certain design ele-
ments, themes and even colour palette in relation to the political setting, can bring such
processes in dialogue with the cultural factors more broadly.

MARINA EMMANOUIL is an Assistant Professor of
design theory and methodology at Ghent University
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journal Communication Design.
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G. VLACHOPOULOS, D. MENTESIDOU, A. KOUTSIOUKIS, V. GEORGAKILAS, V. BELESSI

Flexography printing trial for printing electronics with graphene ink: studies on
printing parameters

Georgios Vlachopoulos, Dimitra Mentesidou | Department of Graphic Design and Visual Communica-
tion, University of West Attica

Apostolos Koutsioukis | Department of Materials Science, University of Patras

Vasilis Georgakilas | Department of Materials Science, University of Patras

Vassiliki Belessi | Department of Graphic Design and Visual Communication, University of West Attica
Institute of Nanoscience and Nanotechnology (INN), National Center for Scientific Research “Demokri-
tos”

Flexography is a direct printing method that uses flexible printing plates of rubber

or photopolymer material. Flexography is used extensively in packaging while prints
almost all substrates such as paper, cardboard, various foils, etc. The low cost and quality
print process used over a wide range of applications, such as printed electronics for
RFID antennas (radio frequency identification), organic circuits and photovoltaics. Such
applications require special conductive inks. Conductive inks usually contain conductive
polymers or metal nanoparticles (e.g., silver, copper, etc.), carbon nanotubes, graphene
and graphene derivatives. Graphene provides conductivity similar to silver or copper,
but at a lower cost and without oxidation aspects. It also has great mechanical strength,
transparency, gas impermeability and flexibility as it has the ability to bend or fold with-
out reducing its functionality and maintaining its conductivity [1].

The printing image is developed on photopolymer flexible plates, where the image
transfer process can be direct or indirect using light qualities. The exposing process
affects image qualities in terms of dimensions and resolution which also affects print-
ing image area. As a result limitations on image designing are crucial in terms of image
reproduction especially on functional printing. IGT F1 printability tester was used to
print special patterns on IGT standard substrate by using also conventional ink in order
to study printing process limitations. After that special formulated graphene ink [2, 3]
was used by same printing methodologies in order to demonstrate variations with con-
ventional ink. Printed image were exposed by different angles cross printing direction in
order to study variations.

The results show good agreement on image transfer technology where fine patterns
appear acceptable image on flexo-plates. Limited variations between images do not affect
significant patterns. Similar results can be obtained on printed samples were printed
image is transferred without deformations on patterns angle cross printing direction.
Solid lines thicknesses show repeatable images through printing samples but also pres-
ent limitations. Incompatible printing results are shown on fine lines prints but also on
very thick solid lines where ink transfer mechanisms presents limitations that have to be
examined by further work.
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APo0STOLOS KOUTSIOUKIS, VASSILIKI BELESSI, VASILIOS GEORGAKILAS
Photoluminescent Carbon Dots: a new approach for the printing ink industry

Fluorescence is the property of some atoms and molecules to absorb light at a particular
wavelength and to subsequently emit light of longer wavelength after a brief interval
(10-9-10-7 sec). This phenomenon is appeared on certain types of materials and some
of them, as for example the fluorescent dye Rhodamine B is known since 1877. From
then until today the scientific progress that succeeded on fluorescent materials is vast
and they have found novel applications in the chemical, physical, and life sciences. In this
work, we will focus on the applications of a subcategory of fluorescent materials named
Carbon Dots (CDs) and especially on their application as printing inks

CDs a new member of fluorescent materials[1], represent a highly-developed class of
carbon based nanoparticles with great interest due to their remarkable luminescence,
easy process, photo stability and dispersibility in water. These properties in combination
with the thixotropic properties of CDs at high shear rates make them very attractive ma-
terials as pigments in inks for inkjet, screen, gravure and flexography. We note that such
inks are visible under tungsten lamp or under ultra violet and constitute a distinguish-
able category of inks that find very promising applications. Representative examples of
the potential applications of CDs fluorescent printing inks are security printing [2], smart
packaging (printing of special sensors) [3], printing of books, magazines and luxury

packaging and waste recovery/separation of printed packaging [4].
Finally, in this work we will present recent research on CD inks of different wave-
length (from blue to yellow color) as a new generation of photoluminescent inks.
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VASSILIKI BELESSI
The impact of nanotechnology in graphic arts technology

Nanoscience is the study of phenomena, properties, manipulation and response of
materials with size ranging between 1 and 100 nm [1-2]. Nanotechnology is the design,
the characterization, the development and application of any chemical system or even a
device, that derives from the control of shape and size at nanometre scale [1-2]. Nano-
technology has found a huge range of applications in applied sciences and technologies
and is considered a growing research priority [3].

In this work, we will present the applications of nanotechnology in the wide field of
Graphic Arts Technology including for example packaging (passive, active or smart), pa-
per production process, printing inks, security printing, printed electronics and product
authentication technologies.

Nanoparticles are mainly used for the development of special varnishes, inks, coat-
ings and printing substrates transfusing them exceptional electrical, optical, mechanical,
magnetic or barrier properties and generally new functionalities and advanced applica-
tions of added value [5-7].

Also, we will discuss the printing processes based on, or benefit from, nanotechnolo-
gy [8]. We should also note that the researchers have stated a large number of questions
regarding the potential migration from the packaging material to the food [9], the con-
centration, fate and toxicity of nanoparticles when released to environment. Thus, will be
made a brief reference on the human and environmental safety of nanomaterials.
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EAENH KAAAITZH, ZTAMATINA OEOXAPH

Me 1o BA£ppa oTpapévo 0To PEAAOV: EKTipNoN Tou KUKAOU WG UALKWV KOt
TO OXESLAGHO KOl TN KOTOOKEUK) VEWV TPOIOVTWV yLa oUYXPOVEG EPOPHUOYES
TWV EKTUTIWOEWV

H epyacia peAetd kat cuoxeTilel TIG TEPLBAAAOVTIKEG ETIMTWOELG TWV VALKWOV TTOU TIPO-
TelvovTal KaTd To oXESLAO O KAL T KATAOKELT VEWV TIPOIOVTWV YLd GUYXPOVES EQUP-
LOYEG TWV TUTIWHEV®VY NAEKTPOVIK®V. H Blwopdmta pag oAokAnpwpévng avamtuéng
otmpiletat o Tpelg Baoikols TUA®VES, oL oTtoiot eival 1) otkovoia, | kowwvia Kat To
mepBdArov. T v Vapén g oAokAnpwpévng avaTtuéng Kat pe otabepd otdyo ™
TP6080 Ba TpémeL va TnpoUvTaL oplopévol Bacikoi Kavoveg yia v afloddynon g
TEPBAAAOVTIKIG KL TNG OLKOVOULKNG aTt08001G KABE VEOL TIPOIOVTOG,.

H mpooéyylon yivetan pe ™ uéBodo g extipnong tov kkAov {wng avtwv (Life
Cycle Assessment), Tov TpoteiveTal S1eBvws yla thv afloAdynon s TepBAAAOVTIKNG
EMIMTWONG TNG TTAPAYWYN G TTPOIOVTWYV ATIO TIG TTPWTES VAEG PEXPL KAL TS Sladikaoieg
TAPAYWYNG TOUG (LETAPOPA TTPOTWV VA®Y, UNXAVOUPYIKEG KATEPYATIES, CUVAPHOAGYT-
o1, ovokevacia TeAtkoV TpoidvTog K.ATL.). H nébodog e€etdlel T KatavdAwon evép-
YELaG, TN XP1IoM GAAWVY TIOPWV Kal TNV TEPLPAAAOVTIKT] EMLBAPUVOT TTOU CUVETIAYETAL T
XP1M O™ TOL TIPOoidVTOG, POAVOVTAG LEXPL TNV ATIOCUVAPHOAGYTION 1] TNV AVOKUKAWGT TOU
Kkata ™ A&n s w@EALUNG {w1G ToV. ATIOTEAEL, EMOUEV®G, LK ATIO TLG TILO OAOKAN pWLE-
veG neBadoug aloAdynong g aspopiag g mapaywykng Stadikaoiag.

Me agetnpia autriv T BewpnTiky Tpooéyylon, N epyacia eotialet otny a&loAdynon
TOU KUKAOU {w1]G TwV VAIK®V TWV TUTIWHEV®Y NAEKTPOVIK®V KoL avoAVEeL TIG TepLBaAlo-
VTIKEG ETUTITWOOELG TOVG. [110 ouykekpLéva, TTapouctdlovTal Ta SLopeTikd oTddia Tou
KUKAOU (011§ TWV TUTIWHEVWV NAEKTPOVIKWOV KL OPLOUEVWV EQAPHOY®V TOUG (Topa-
YWY KAl TIPOETOLUACIA TWV TIPOTWV VA®YV, Stadikacia Kataokeung, KOKA0G {w1¢ Kat
XPNONG TOUG pEXPL TN ANEN TNG WEEALUNG {w1|G TOUG 1) oUVOTITIKA «from cradle to grave»).

210 TA{o10 QUTO, LEAETATAL 1) TEPITITWOT TOU NAEKTPOVIKOV ETAVAPOPTI{OUEVOU
eloLmpiov He MV EVOWUATWON EVEUPUATNG KEPAING € GUYKPLON WE EKEIVO TIOU TIEPLEXEL
ML EKTUTIWUEVT KEpaia PE ay®YLa pedavia. EMmpoabétwe, kataypd@ovtal oplopévol
TpoBANpHATIoHOl € GXEDT LLE TO TIOLA EVOAAAKTLKY AVOT) ATIO AUTEG TIOU TIPOGPEPOVTAL
oTOV ETIPRATN TWV GUYXPOVWY HECWV HAJIKNG LETAPOPAS, Elval 1) TAEOV QLALKY TIPOG TO
TePLBAAAOV, TO XAPTIVO ETMAVAPOPTLIOUEVO ELCLTNPLO 1) 1] TAACTIKT TTPOCWTIOTIO N LE-

v KapTa. XtV melpapatiky Stadikacia mou mepllapfdavetal, mpoteivovtal oplopévol
amAol TpOTIOL, [LE TOUG 0TIoloVG PTTopEl Vo YiVEL ATTOKOAAN OT) TOV KUKAMUATOG ATtd TO
XapTi, OOTE VA UTOPEL VA avVaAKUKAW BEL.

1N ovvéxela, N epyacio meptlapavel pio cUYKPLTIKT LEAETT) AVALECA OTLG KEPALES
PCB (Printed Circuit Board) kat RFID (Radio Frequency Identification) oto mAaioto g
a&loAdynong tov kUkAov (WG TwV TVTIWUEVWY NAEKTPOVIK®WV. ['la To 0KOoTIO auTd cU-
yKpivovtat ot TepBAAAOVTIKEG ETITTWOELG TWV SU0 TUTIWV KEPAL®Y, SNAAST OL EKTIOUTIES
OTOV A€PQ, TO YAUKO VEPO, TO BaAacavd vepO Kal To Blounxavikod £8agog. Avagépovtat
OL TIOOOTNTEG TWV EKTIOUTIWV O KADE 6TAS10 TOL KUKAOU {w1|G TNG TUTIWUEVN G KEpAiag
RFID, ot coBapég epIBAAAOVTIKEG ETUTTWOELS TWV EKTIOUTIOV ATIO TNV XP1OT| TNG TEXVO-
Aoyiag PCB kot ot To€ikég exmoptég g kabe texvoroyiag (RFID-PCB). Znpewnvetal 6Tt
0L KUPLEG TTAPAHUETPOL VLA TNV GUYKPLOT TWV S0 QUTWV TEYVOAOYLWOV ATTOTEAOVV 1) XP1OT|
EVEPYELAG KL OL ETIKIVEUVEG EKTIOUTIEG ATTO TNV TIPOETOLUAG{A TWV TTPWTWV VAWV, TV
Tapaywykn Stadikacio kot To TéA0G (WG TWV TUTIWHEVWV KEPALWDV.

ZUUTEPATUATIKG, 1] HEBOS0G TNG avAALoN G TOU KUKAOU {wN G UTopEl va AeLTovpynoeL
WG &va LoyYupo TIEPLRAALOVTIKO epYaAEio, OXL LOVO KATA TN SLAUOPPWOT| TNG OXETIKNG
vopoBeoiag, aAAA KAl KATA TO oXeSLATUO KABE GUYXPOVNG EQAPLOYTG EKTUTIWOEWV UE
70 BAéupa OTPAUUEVO OTO PEALOV.



H EAENH KAAAITZH omoV8ace Fpa@LoTiky pe
kateVvBuvon Texvoloyiag Mpagikwv Texvwv oto
Mavemiotio AuTtiknig ATTIKNG Kot £xeL el8ikevTel
otV Fpaglotiky kat Tig¢ Ynelakés Extunwoelg.
OAoKANPWOE TIG GTIOVSEG TNG OTO HETATITUXLAKO
mpoypappa tov [lavemotnpuiov AuTikng ATTIKNG pe
titAo «Evpung Zuokevaoia: Néeg Texyvoloyieg kat
MdapkeTvyk». Epyacies tng éxovv mapovolactei o
ETLOTNHOVIKAE GUVESPLAL.

H ZTAMATINA OEOXAPH (Xnukog BSc, PhD EKIIA)
eivat Emixovpn KaBnyntpia oto Mavemiotriuio
AvTtikng ATTikng, ZxoAn Epapupoopévwv Texvov kat
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[oAttiopot, Tufqpa Fpa@iotikig kat OmTikng Eme-
kowwviag, Topéag Texvoroyiag Fpagikwv Texvav.
Axadnpuaikn Yrevhuvn ya tnv KvnTikoOTnTa LE TO
mpoypappa Erasmus+. AilSdokel oe MeTamTuylakd
[poypdppataZmovdwv tou [avemiotnuiov AuTtikrg
Attiknig kat tov Mavemotnpiov lwavvivov. Zta
EPEVVNTIKA TNG eVELa@EpovTa TTepLAapfavovtal n
EMEEEPYATIA ETUPAVELDV [LE ELPACT) 0TO AAOVWIVLO
(avodikn) o&eldwon, xpwpHaTiopnds - Boemn, Tpoota-
oloamd StaBpwon), TA EKTUTIWTIKA VTIOCTPWUATA,
OLEPAPUOYEG TILYHEVTWV, XPWOTLKWDV, BAP®V, EKTL-
TWTIKWV LEAAVLIOV KL ETIIKAAVPEWV.
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A. MIXAHAIAOY, 2. OEOXAPH, X. ['Qroy, ©. ANOIIOYAOY
Ixeblaoudg ouokevaoiog Kot asipopia

H oxéon petady aswpoplag kat oxedlacol mpoidvtwy amoteAel KOPLO AVTIKEILEVO
TPoPANUATIOHOV TIAYKOOHIWG Ta TEAEVTALX XpOVIX KAl aopd SLaitepa Tov oxeSLaopo
KoL TNV LAOT0{N oM TNG CUCKELATIAG. ZTNV EPYACIN HEAETATAL ) AELPYOPOS AVATITUEN TTOU
a) KaAUTITEL TIG AVAYKES TOU TIApOVTOG, Xwpis va BETEL o€ kivSuvo T SuvatdTnTa TV
HEALOVTIK®V YEVEWDV VX LKAVOTIOW|OOVV TLG SIKEG TOUG avaykes, B) ouvbualel Tig avBpw-
TIVEG AVAYKES Kal T @PovTiSa yia To TEPRAAAOV KL a@opd ot Slaxeiplon Twv ToOpwv,
™V HelwoT TNG UTEPKATAVAAWGNG KOl CUVETIWG TWV ATIOPBANTWV TTapaywyns kat y) Sivet
£U@acm otV olkovopia, oty Xp1ion, TNV EMAVAYPTGLUOTIOMNGT KoL TNV AVAKUKA®WGT).

0 cwotog oxedlaopds BonbE oTo va kKataoToVV oL UTINPECIES KAl Ta TTpoidvTa Tie-
PLOGATEPO EVXAPLOTA ALOONTIKA KAL TILO EVELXPEPOVTA HETW TNG ATTAOTNTAG GTN XP1ioN
TOUG, KAAUTITOVTAG KAl TIS Saltepa VPNAEG ATALTHOEL TWV KATavaAwT®v. H emAoyn
TOU VALKOV, 1 Sopun KaL 1) Aettoupyla Tov, elval Hovo HePLKAE ato Ta BERaTa IOV ama-
oxoAoVV Toug €181KoVG TOU OXESLAGHOV KaL TNG VAOTIONONG g cuokevaoiag, Kadwg
eMNPEALOVY 0AOKAN PO TOV KUKAO {w1)G TOV. ZNUAVTIKEG TTPOoTAOELEG KaTaBdAAovTaL
TAE0V [E TNV XP1 0T KALVOTOUWV HEBOSWV Kal cUYXpOVWY epyareiwy, OTIwG elval yLo Tta-
padetypa n e@appoyn cUyXpovwy KATeuBuvTipLwy 0dNYLOV KoL 1] aVAAVOT] TOU KUKAOU
{wn ¢ Twv Ttpoidvtwv (LCA).

210 TAio10 QUTO, YVWOTH ETALPER TTAACTIKWOV EQAPUOCE ELSLKO AOYLOULKO YLo TOV
EMAVAoXESLAGHO TIPOIOVTWV KAl SLaSIKACLWY, e amoTéAeopa va pHelwbel To epLBaAlo-
VTIKO ™G amoTiTwpa Katd 17% atmd to 2007 kot émerta. AAAage ) Booikn pwTn VAN
TOU TEALKOV TIPOi6VTOG attd PP o€ BLodlacTweEVo TTAAGTIKO KUTTAPIVIG LE AVAAOYES
BLOTNTEG KAL AVTOXEG, EVW OTN YUY TIAPAYWYTG EMEVEUGE GE GUGTIHLATA AVAKVKAW-
ONG KL AVAKTNONG AEPLwV TTApAYWYNS.

OLTtpoOTIABELEG YL OXESIAGUO LE YVDHOVA TN aELpopia xpeLdleTal va evTadolv
TEPLOCOTEPO, WOTE VA BPOUV TNV AVAUEVOUEVT] AVTATIOKPLOT 0TV ayopd. ‘Epguveg
Selyvouv OTL 0L KATAVOAWTEG TIPOTLHOVY TA BLOCIUA TIPOTOVTA OTAV VLA TV KATACKELT)
TOUG EXEL YIVEL XP1OT) VAIK®OV 1] SLaSIKACLOV @IALKWOV 0TO TTEPLRAAAOV, aKOuUN KAl 6TAV
TO KOO TOG TOUG elvat avénpévo. XapaktnploTikd eival Ta Tapadelypata mpwTomdépwyv
ETIXELPNOEWY ATO TO XWPO TNG CUCKEVAGIAG TPOPILWV, IOV XPTOLULOTIOLOVV AVAVEDOL-
LLEG TIPWTEG VAEG TIOL SV eMBapUVOUV TO TEPLRAAAOV KL EAXXLOTOTIOLOVV T TTOPAYOE-
va anofAnta. Oplopéves amd autég EMAEYOUY TAAOTIKG and PLA (moAvyoAaktikd ogy)
oV TpoépxovTal amd {dxapn, oLTApL 1) KAAAUTOKL yla cuokevaoies Ka@é kat snack. Ta
TAQOTIKG aUTd avtikadlotolv ta oupBatikd PP, PE kat PET, eva tabétouvv avtiotoiyeg
1516t TEG K avtoxég. H iSrattepdtntd toug kpvBetat otnv atéppovn Stadikacio mo-
PAYWYNG TNG TPWTNG VANG a1l TO TEALKO TTPoidV, Xwpig aAdoiwaon TG ToldTNTAS TOUG,
£V VLA TNV TIAPAYWYT] TOUG XPTOLUOTIOLOVVTAL (PUOLKA PEGH, OTIWS TO PWS TOU A0V, TO
vepd Bpoxns k.o AAAEG eTaPieS EMAEYOUV YL TIG TIOAVGTPWUATIKEG CUOKEVAGCIES, VAIKA
oV eivat oupPATA HETAED TOUG, WATE VA PNV XPELATETAL KOAAX KATAE TO AAULVAPLOUA,
elte Ao Ttov Staywpilovtal eVKOAR, WATE va eivat Suvath 1 AVAKOKAWOT) TOUG.

Q0710600, TO TTOCOOTO TWV ETALPELWDV TIOV EQAPHOTOVY AVGELS PIALKES TTPOG TO TIEPL-
B&Adov elvatl akoun xaunAo. Ymdpyxouv akoun ToAAd TeplOwpLa avATITUENG TG EPEVVAS
yia ouvext BeAtiwon Twv SLaSIKAGLOV TTHpaywyN§ KAl TwV TPOT®WV VA®V. I'a To 6KoTo
auTo, 1 epyacia avalnTd Kol avadelKVUEL ATTIOTEAEGUATIKOVG TPOTTOUS TTPOB0ANG TNG Bi-
WOOTNTAG HECW TOU OXESLATHOU KAL TNG VAOTIOM O G TNG CUCKEVAGING TWV SLAPOP WV
ayadwmv.



H AINTA MIXAHAIAOY givat TexvoAdyog Mpa@ikov
Texvwv, egeldikevpuévn o€ Topel§ Epevvag Kat
Texvoroyiag mov oxetilovtal pe TIg GVYXPOVES TE-
xvoAoyieg exktMwong (neAdvia, VAkd kot pébodol
eKTUTIWONG). Zrjuepa mapakoiovdei to MeTamTuxL-
ako [pdypappa tov Maveniotnpiov Atyaiov «OAo-
kAnpwpévn Zxediaon kat Kawotopia Mpoidvtwv»
emSetkviovtag ueydAo evllagépov ylatn oxediaon
KAWVOTOUWY TIPOTIOVTWY HE OKOTIO TN BlwotpdtnTa.
Ta aTMOTEAETUATA TWV EPEVVMV TNG AVAKOLV®ON KAV
o€ 81ebvr) ouvéSpLa kal Snpoctedtnkayv o€ Stebvr
ETLOTNHOVIKA TIEPLOSIKA.
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HZITtAaMATIATQroY @oitnoe oto Tunua Texvoroyiag
Fpa@kwv Texvwv tov TEI ABTvag Kot elval kAToxog
petamtuylakov otig Fpagikég Téxves-Tlodvpéoatng
ZxoAnc E@appoopévwy Texyvmv tov EAAnvikol Avol-
xtoU MavemiotTnuiov. Ao 1o 2002 £wg KoL oNpepQ,
epyaletal wg epyaotnplakds ouvepydtns oto TEI
ABnMvag, oto Tuqpa Fpaglotiknig kat Omtikng Em-
kowwviag kat 818dokel Tumoypaia, HAektpovikng
Ene€epyaoia Ewkdvag, BiAtodeoia kat Zvokeva-
ola-Tlepatwoelg. EldikeVetal otnv KaAALTEXVIKNY
empédela ekdooewy, oTny emegepyacio YneLaknig
elkovag kot otn BLpAtodeaia.



THE 7th ICTVC 2019 IS SUPPORTED BY

PANAGIOTOPOULOS

TIPOGRAFIO.GR

—am .
> @ perrakis papers
Fine papers since 1887

= Department of Typography
N f’ UNIVERSITY OF WEST ATTICA ; "aph
‘ ANICOSIA | DESIGN AND SAULTIMEDIA 1 oerament of GiAPHiC and Graphic Communication,
‘; A ‘( VISUAL COMMUNICATION University of Reading, UK

International Aesagistion of B g
i PPy
Institute for
Information H EF M
Design
A
"

APXEID

o

&vwon ot
E r YPadLoTiv Kat FeL0 ONTIKHE
£lKovoypadpwv [ Tl EMIKOINAINIAL
EK] Sro TYMOrPADIAL s

X% *
1157\0

sfauxfoundry | @ L‘

5>
AT

TYTOTPAGEI

LeTTeRPRESS  HTGHER!
HIGHER!

NEAONONNH:20: Xaviwtika véa [Juarserro

7%, hegrade GAPHIC
Y =2 STORIES 1 ) GrapHic



dfont-face {
font-family:TrueRomans
src:url(true-roman.-woffe)s

}

dfont-face {
font-family:
srciurl(

}

p {
font-family:TrueRoman-
serifj

}

~fauxfoundry -




Vol.1, 1998
| MaptAila Mn-

i " 100 Mviun E. X. KdoSa-
yAn. Evag gpydtng otn SovAeyn

tov FovteuPépytov, James Mosley

Porson’s Greek types, Ztavpog I'péodog I'a tnv
etkovoypagpnon twv naidikwv fifAiwv, Gertraude
Benohr Mainz Gutenberg Award, John Dreyfus 1996 Gutenberg
E Prize Acceptance remarks, Paul Stiff TomoOstdvrag tovs oxediaotés

~ (a?] o€ mpwtn Oéon: pa ovvroun avtimapdOeon ue To pepo, Mavoing ZapBisng
AmAd npoPrijuata, Jacques André Typography and the Internet: before the Web (part

‘ I), Helene Bialk To tvmoypageio ota npdta padiuata tov oyodsiov, Anpitpng MavAd-
TovAog Ta mpdTa ool eloxuthipta atn vedtepn EAAGSa, KMjung Mactopidng Ztoyeia yia tnv

Tunoypapla g eEMnvikis epnuepidas otny mopeia pog ) dekaetia Tov 1870 | Vol.2, 1998 | Michael
Twyman The bold idea: the use of bold-looking types in the nineteenth century, Kwvotavtivog Bpilag, @¢ung
TEPEVTEPLASNG Ta mepLodikd yia véoug yoveis, Hermann Zapf Present day problems in alphabet design, Nixn Zwwkn
Ot amapyés Twv EKTUTTwY EMnViKWV Latpikdv BfAiwv, Stephan Fiissel Gutenberg and the advent of printing in Western
culture, Klimis Mastoridis The first Greek typographic school | Vol.3, 1999 | T'tdvvng XapaAd&ptoug O oUyxpovog
tumoypdpog, Kwotag Bphlag H ustapopd emikorvwviakrg teyvoloyias and to Boppd oto Néto | Ayyedog Mmdkag
Muwxp1j eloaywyri otnv Apapfixii kaAlypagia, Bayyelw Tavetatov lpayuatikd kat Ppevdt Srupata - autome-
plopiopol g aVyxpovngs Bifriodeaiag. Zképeis yia tnv amodéoucvot g, Jacques André Typography and the Internet:
Web and typography (part II), Anmptpng Natowog Ta Aauidtika Tumoypapeia tov 19o0v awdva, [Kwotag Oupdvng
Ta Swpa twv epnuepidwv], Klimis Mastoridis ‘Ephemeris’ and the first steps of the Greek Press | Vol.4, 1999 | Mary
Dyson Typography through the eyes of a psychologist, Ntivog XpltotiavomovAog Ta eAinvikd tuvmoypageia thg
Oeaoadovikng emi Toupkokpatiag, Anptpng Natowog Tumoypageia tne Osooaiiag 1881-1899, Leon Cruickshank,
Brian Hughes An adaptive ‘iconotextual’ approach to textural communication on the Internet, Gerard Unger Mix
ypauuatooelpd yia t Pdun kat to étog 2000, Klimis Mastoridis The loneliness of greek typography; myth or reality?
| Vol.5, 1999 | Tepdowog Aewvidag Mia féAta otn Bootdvn: To eTrjoto ouvéSpio tng ATYpl, lloAvSevkng Acwvi-
™G O auoOnTikés avtidifpers Tov TéAdov Aypa yia v téxvn: n 8n emtotoli Tov mpog tov Kwota A6. MiyanAidn,
ATt06T0A0G ZUPOTOUVAOG, AN TPLOG A. DUAiTtIOV TEX Kat oUyypovn TuToypapia, [Aety LatoAGyLoV TUTIOYpa@L-
K®OV Xapaktipwv Kaprabdakng-Avayvwotdmoviog], BayyeAiw T{avetatov Zivrouo 1otopikd uiag Bifiiodeoiag,
Okt Bptog 1998-Pefpouvdpiog 1999, [John Southward Composition of Greek], Anutpng Natoog Tumoypapeia tng
Ocooaliag 1881-1899 (B’ uépog), [Anuntprog Mapyapng H sioaywyn kat n avdntvéig T Tumoypaplag g Ty eA-
Anpvucrjv AvatoArjv], Ntivog Xpiotiavomovdog Biliorapovaoidoeis | Vol.6, 2000 | Ntivog Xprotiavomovrog An-
urjtptog MeaBevetc, o Oeaoadovikids TuToypdpog Tov Aydva kat ek6Tng Tov Yuvov tov Zodwpov, Tiavvng Tedkw-
vag Avayvwoudtnta kat tvoypapikd ototyeia, Klimis Mastoridis A short note about the ‘graphic arts archive’ of
George Zioutos, [Mapia Apapuwtov H eMnvikj ypagij], Elisabeth Georgiadou Print culture, ‘imagined community,
and shifts in the linguistic arena in Western Europe | Vol.7, 2001 | James Mosley Typographic treasures at St Bride’s,
KAMung Maotopidng KaAliteyvikd tumoypageio: oxéoeis aydmns kat puioovg ue Ta eMnvikd otoystoyvtipia. Mia
ov{iiTnon ue Tov Ztavpo Bévetn to kadokaipt Tov ‘90, Nikn Zwwkn H etkovoypdgpnon Twv eAAnvikay BifAiwv avato-
wiris, KMjung Maotopidng Mikpd onuelwpa yia §vo mpéaoes tov 190v awdva, [Mapia Apapiwtov To ypdiuuo kat
n aywyr], Mydaing Ap@apag Xapaktiki, Elisabeth Georgiadou Mechanical reproduction and the work of art, H
avtiotaon Tov ‘oyolkol tumoypageiov, Aicbvés Zuvédpio, To évtumo elnvikd BiBAio, 150¢-190¢ arcvag, Travng
Todkwvag To meptodikd &d | Vol.8, 2002 | Maria Nicholas A brief history of modern greek advertising, 1950-1999,
Kwvetavtivog Bpulag lotopukri eééAién tne épevvas yia ta MME kat thv emikotvwvia: povtéAa avdivons tne uadt-
Kij¢ emixotvwviag, Petra Cerne Oven Type design: the way to do it is craft, but the result is art. An interview with Jean-
Frangois Porchez, KMjung Mactopidng Tumoypapuxi emuédeia, amdé tov Movoolpo oto Internet, Nikn Zwwkn 1o
epyaotipt iotopiag tov Bipriov, Avdv, 24-27 Zemteufpiov 2001, Avva Kuprakidov Tumoypapia-ontikij emikovwvia.
Zuvédpio, Oeaoalovikn, lovviog 2002, Tirpyog MatOLOTovAog I'ia Tov MiydAn X. Makxpdxn | Vol.9, 2003 | Evayys-
AlaTewpyttooylavvn, AAggdvdpa Kitoapd, Nukodiva Mavpoyewpyn, Eva onuavtikd yia tyv E6vikn Avtiotaon
napdvopo Tvmoypapeio oty Kadlbéa (1942-44), Tiavvng Todxwvag, Fanzines, 0 Oauuaoctds kdouog Twv epactite-
xvikav ekSéoswv, Gérard Mermoz, On typographic signification, @68wpog Iwavvidng, 0 gedibomolds ws TpwWTo
BioAi, Alan Marshall, The Lyon printing museum, KAjumg Mactopidng, 1o llaykdopuio Zvvédpio Tumoypaplias kat
Ontucris Emicotvwviag, evapktripia opidia, Tiavwng Todkwvag, Avayvwoudtnta nAEKTPoVIKWOV KEUEVWV, UL TIPWTN
npocéyyion, Zroxeoxuthipto MAII, Astyuatoddyio. PAP Typefoundry, type specimen, Kwvatavtivog Bpilag, H pion
TV uéowv emikowvwviag, Michail Semoglou, ATypl, The shape of language; Rome 2002 conference, Gerry Leonidas,

HY®EN —

a typographic forum
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ATypl, country delegate’s report 2002: Greece, KMjung Maotopidng, 0 Emtdglog Oprivog tov lNdvvy Ztepavdki,
Anpuytpng ®axivog, EBTE: EMnvikd fpafeia ypapiotuig kat eikovoypdenong 2003 | Vol.10, 2004/5 | Andrew
Boag, Monotype kat pwtootoiyetobeaia, Michail Semoglou, An interview with Gerard Unger, Ti@vvng Todkwvag,
Aoyétuma Bipriobnkav, Tiwpyog KovtlakiwTng, Znusivua yia pia BifAobiikn tns emoxris Tov Alapwtiopot ato
uakxedoviko ywpo, James Mosley, Avtiydpiopa, Ztoyeloxutiplo KAB, AstyuaroAdyio. KAV Typefoundry, typespecimen
| Vol.11,2005 | Bayyehuw T{avetdatov, Otav n Fevvddeiog Biriobiikn yidptaoce thv téxvn ¢ BufAioSeaiag: NoéuBpiog
2002-Anpidiog 2003, Anthony Cahalan, Fonts and fashion: typefaces as artefacts, Tvavwng Teakwvag, [TAnpopdpnon
Kat ekmaiSevon péoa and éva obotnua ofjuavong: pia peAétn tepimrwons akadnuaixis fiprioOrkng, Jon Bath, Stanley
Morison against the Bauhaus: why you can’t set a book in sans serif, Hrant Papazian, Latinization: prevention and cure,
Gérard Mermoz, Instanbul diary, Marta Almeida, From A to Z; First Valencia Typography Congress, Alessandro
Segalini, Hemingway New Style; a font between literature and typography, Natasha Raissaki, Robert Granjon and his
Greek types | Vol.12, 2006 | Xptotiva Mrdvov diaypovikd yvwplouata tng exdotikis Brounyavias. Mia mpatn
npocéyyion, Josh Oakley Reading the structuralist film: New models of comprehension in typography, Alexandros
Kouris Destination brand equity, KA\jung Mactopidng Xdpaén kat xUtevon Twv eEAMANVIKDOV TUTTOYPAPLKWY OTOLYE(WY
otov 190 kat 206 awdva, Zé@n ABavacomoVAov Ekaotikij Snutovpyia, ypagLotiky kat TpoeKTUTwon. ZYEoes Kat
dpta, Irini Pitsaki Visual identity and changes management in the history of a Catalan publisher, Costis Dalas Web
communication and design practice: form, function and context | Vol.13, 2007/8 | Aéka xpévia, Victor Margolin,
Apnynuatika mpofAjuata oty otopia ¢ ypagiotikic, Joyce S.R. Yee, A cross-media typographic framework:
teaching typographic skills in a convergent media, Xplotiva Mtavov & Evayyeldia F'kovvtpovpt), [ToAtikés mpo-
WBnang tov évrumov Pifriov otnv ENdSa. AviAvon StapnuioTikai)Vv KaTaywploewv ota eLdikd EVOETa Twv epnuepidwy,
Aomaciallanadiua & Mapiavva Kagapidov, Tumoypapikés ovufdosts yia thv omtikn) amé5oon twv gO8yywv tng
kumptaktjs Stadéktov, Kika Ioannou Kazamia, Methods and tools for sustainable design, lop8é&vng EtvAidng, From
verbal (AekTikd) to graphic (sitkovoypagikd). ATo ) Stayeipion tng évvolas, otn Aéén kat Votepa otn Slayxelpton Twv
OUOTNUATWV TwV AEEEWV TIPOG TO YPAPLKS WS EVa TUUTTAOKO EVVOLOAOYIKO-TIpaYUATIOTIKG oVotnua, Aqpntpa Mra-
Adtoov & EAledBet FewpyLddov, To Stabdiktvo kat o maykdopiog 1oTds ws mapdyovtes alayris kdtw amd to mpioua
TV UeTABoAdV Tov emépepe N Tumoypapia otis SUTIkES Kotvwvies To 150 ardva, Avva KovdkoOpdn, [lpdoPacn twv
atépwv pe avamnplies oe evarlakTikés poppés vAkov | Vol.14,2009/10 | Mapyapita lwavvov, To tumoypagpeio «H
Agvkwoia» kat 1 mepLypapn tne xeipootoiyetofeoiag, Marianne Dedenroth Larsen, Typography and gender, Raquel
Pelta, Spain, typography and the avantgarde, Twwpyog A. MatOLOTovAog, Pniapdvtas iokious Tov Ttaper@dévtog: H
emavaoyediaon, xapaén kat yUTevon Twv otolyeiwy Tov Zayapia KaAdiépyn amd tnv ékdoon Etvpodoykov Méya, 1499,
OgpeToKANG ZepnevTePLddng, MaySainvn Mapackevd, Ot Siapnuioeis ota Taibikd Teplodikd kouks, AéoTova
Kaitatl, Eva tvmoypapeio e pakpd totopia | Vol.15, 2012 | Vit Botek & David Bi‘ezina, Typography follows
linguistics? On some parallels between the Prague School of Linguistics and Karel Teige’s typographic programme, Arthur
Asseo & Maria de Mater O’Neill, Typography restoration as a sign for understanding political discourse, @€ ToKANG
TepevtepLddng, PaynA Maptidov, Moppwtikij thAedpaon kat wawbi, Dulce Maria Castro Val, Place of the disdained
and excluded: Popular typography in Mexico, Klimis Mastoridis, Aspects of ethics in design; the mediocrity tsunami,
Jorge M.L. Brandio Pereira, Multimedia communication and the structured construction of visual messages, Paschalis
Paschalis, In fight against poverty; a poster analysis, AyyeAog MTakag, H ekmaibevon tov graphic designer oto ma-
vemotnuiaxo enimedo, El LissitzKy, Keiueva 1923-1928, [Metappaon, emuédsia Anuntpns Agyakns / Bonbog utpp.
oto «To BifAio pag» Katepiva Mayaipa], Jim Williams, Type matters!, K\jung Maotopidng Gcooalovikn, graphic
design 1980-2009, uia avBoloyia. H tpdopatn totopia tng omtikijg emikowvwviag otnv wéAn | Vol.16,2014 | Xpictog
Mdm, [loAitiouiés Tpaxtukés wg mpdéels molitikric avtiotaons. H ekSoTikij Spaotnpldtnta ota xpovia tng xouvtag
Kat 0 akpaio Tapdadetypa tov Aswvida Xpnotaxn, Neville Brody, John Fass, Digital public space and the creative
exchange. A human-centred approach to the common good, Nikn Zwwk, “...0 kaAdg Tov BifAiov Tomog” Mia dyvwotn
Epevva yia ta tumoypapikd otowyeia twv EAANVIKWY adpapntapiowv oto éekivnua tov 2000 awdva, EtéAog HpakA£oug,
H mpoélevon, n onuacia kat oL TPOOTITIKES EPEVVAS TOU KAPAUAVAISLKOU Ttatdikov meptodikod Ayyeha@opog Tlotlov-
kAGp ttfovv, Klimis Mastoridis, A 19th century soul compass... A typographic approach to Karamanlidika, EATtiSa
NtaAovka, Mapia MamadomovAov, Tpdiuss avtidipeis maibidv Tpooyoikric nAkiag yia Thv avayvwoudtnta twv
kelpévwv ue Bdon tumoypapikovs Seiktes, Antoine Abi Aad, Linking Latin letters to Arabic letters with Japanese cal-
ligraphy. Three directions of writing: leftward, rightward and downward, Dalida Kari¢-HadZiahmetovi¢, The power
of typography. Typography as a message bearer on agitation posters, lowavvng TeoOpag, 10 5ie6vés ouumdoto Balkan
Locus-Focus. H mpdtn andmeipa yaptoypdpnong e Lotopiag TS OmTik¢ emkotvwvias twv BaAkaviwv | Vol.17,2018
| ZtéAhog HpakA€ovg, ATd Tous ypagels oty emoxn} tng tumoypaplag: n eE€Aién kat Siédoon thg Bpnokevtikiic yAdo-
oag ota kapauavAiSica tov 18ov awdva, Stelios Irakleous, Reconsidering 18th-century Karamanlidika editions, Avva
Kuprakidov, 0 Ztépytog Asiadijs kat to Movoeio Design péoa and to @i «How to steel a chair» Tov Kwvotavtivov
Kaumovpoylov, David Hunter, Data walking, a research project, BayyéAng Xat{n@go8wpov, H opoloyia otnv omti-
K1} emkowvwvia: n yépupa ard tn Oswpia otnv mpdén, Mepkovprog Mapyaprtonoviog, EAleaBet Mewpyrddov,
Emavénuévn mpayuartikétnta ota évrvma. Aiadpaotikd évrumo, Magdalena Papanikolopoulou, Dance typography;
a study on how body movement and body sound can inspire, enrich and awaken the creative process in graphic and
typographic design, Veroniki Korakidou, Graphic cinema: mixing the media, blending the senses, Anna Efstathiou,
Printed spaces and patterned environments: from printing and carving to laser cutting and 3D printing, Ztapoativa
Beoxdpn, Aivta MyamAidov, Epyaotnpiakij avdmtvén oeipds puedavidv véatikijg fdong yia eowtepikij ektimwon
EVKAUTTTNG TOAVOTPWHUATIKIG ouokevaoiag pe ) uébodo g preéoypapiag, Spyridon Nomikos, Vasiliki Belesi,
Athina Moutzouri, Maria-Georgia Nomikou, Agape Papageorge, Printed communication; near field communication
(NFC) technology as a new dynamic medium for graphic communication, Vassiliki Belessi, Vasilios Georgakilas,
Dimitrios Petridis, Theodoros Steriotis, Spyridon Nomikos, Conductive inks with applications to functional printing
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P22 BLOX

P22 Blox is a modular letterpress printing system designed
to create poster lettering or abstract patterns. This font takes
its inspiration from Alpha-Blox introduced by American Type
Founders (ATF) in 1944. P22 Analog Blox are made from space
_ age plastic material—it’s a brand new medium to inspire
- modern press work and graphic design.

~ P22Bloxisalso a digital font of the same shapes that can be used
to plan your letterpress projects, or be used on its own to create
all manner of alphabets, ornaments, borders, and patterns.

‘ P22 TYPE FOUNDRY | P22.COM
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PANAGIOTOPOULOS

TIPOGRAFIO.GR

Tipografio.gr guarantees

the quality. Main obective

is to highlight every graphic
design creation with the best
results. At our Printing House,
art interacts with technology
to create modern printing
products of high aesthetics
and superior quality. The
emphasis on the creative part
of the production process
and the artistic approach of
each work individually, have
led to collaborations with
major graphic art companies,
publishing houses and
advertising brands throughout
Greece and abroad.



